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A BST R A C T
Jean-F h i l i p p e  Rameau was the most celebrated composer of 
opera and the foremost music theorist in eighteenth  
century France and great attention has justly been given 
to his m u s ical and theoretical w o r k s , but there has been 
no c o r responding study, such as this one, of the libretti 
of his operas, which depart from the precepts of n e o ­
classical drama and reflect a new sentimental age.
The librettists of the tragic operas of Rameau 
introduced many innovations to the tragic genre, hitherto 
forbidden by the rigid canons of neo-classicism. They were 
free to do so because opera was a relatively new genre 
which could not readily be defined through a code of rules 
dating from classical antiquity.
The libretti of the tragedies en musique of Rameau 
depart not only from neo-classical conventions, such as 
the unities of time, place and manner, but they also 
introduce elements from other dramatic forms, such as 
classical comedy and eighteenth century sentimental drama, 
and adapt them to the purposes of tragic opera.
These libretti reflect a sentimental, romantic and 
e s s enti ally Christian sensibility, new not only to opera, 
but also to tragedy. The librettists treat classical
v
material from Ancient Greece and Rome, not with the awe 
and reverence of the neo-classicists, but as one of many 
sources w h ich contributes to the creation of an eclectic 
and mo d e r n  form of drama. These operas no longer serve as 
pure entertainment, but seek to impart an idealistic 
belief in humanity, in which love is the strongest power 
for good, having the potential to vanq u i s h  all human evil 
and suf f er i n g .
VI
INTRODUCTION
The stage works of Je an- Phi 1 i ppe Rameau (1663-1764' 
do m i n a t e d  French opera and ballet from 1733 until 1764 and 
retained their popularity. along w it h  the operas of 
Christoph Wi l l i b a l d  Gluck (1714-1767), Andre Gretry (1741- 
1613) and the Italians, until the French Revoluticr. . 
Rareau earned his place as a major figure of French opera 
late in life. Bern in Dijon in 1663, he spent irany year;: 
earning his living as organist in provincial churches = n d 
cathedrals (nets!!y at Cle r m o n t - F e r r a n d  1 , followed t\ 
similar work in Paris, in 17 31 after nine years composing 
music fcr the Fair theatres. His name was well-known 
t hr oughcu t France and beyond as the sutler of the Tr a i t e 
d -i 1 ' h a r r c n i e printed i r. Paris in 1723. Thus before t h t. 
1730s F a - e u was regarded more as a theorist than s 
con. poser. Ir, 1726, he met the w e althy financier Riche c - 
la Poupliniere and through his influence obtained 
sufficient security and social contacts to have hit 
traqedie er, nus i gue , Hippolv t e e t Ar i c i e , successfully  
pr e s e n t e d  at the Paris Opera in October 1733. From t h. f ' 
time until his death in 1764 at the age of eighty- one 
Rameau p r es en te d over twenty lyrical stage works in Paris, 
where he gained promin e n c e  as a major rr.usical figure 
ennobled by the king and occupying a position at court.
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For a fuller b i og ra p hy  one may consult several sources, 
but a succinct and complete summary may be found in 
volume XV of the New Grove Pi ct ionarv of Mus ic and 
Mu s i c i ans (559-573) .
A l r e a d y  by 1733, tragic opera vas losing popularity
and new genres, such as the ope ra-ballet and ballet- 
h e r o l g u t , were taking its place. Both the tragic opera, 
d ating from the 1670s in France w i t h  J e a n - B a p t i s t e  Lully 
(1632-1667) , and the new genres, w r itten by such composers 
as Andre Cam.pra (166 0-1744) and Jean Joseph Mouret (1662- 
17 3 £ : . drew h e avily in their subject matter or. Greek 
mythology. P. a m e a u alsr created pieces in the new genres 
such as his or. e-act ballets, Fvc~il ( 1 7 4 £ ; a r. d A r. a ; r e t n
1 1 5  4 . In all, Parea  ̂  wrote twenty-five musical works f c :
the stage in a period of thirty years between the ages cf 
fifty and eighty- one, but it is in the tracel.e? e r. 
n s i i . i  . above all. that the tastes cf the eighteen* v 
century car: be measured by the alterations race to the
Greek and Roman myths used. The tracedie er, r.u s was
Rareai's preferred name for the traced:e lyrlgic c: 
traoCl.t opera , which, as defined by the K e v Grrv ■. 
D i c t i o n a r y  ( XIX. 114) was a serious, though. net
n e c e s s a r i l y  tragic opera , b a s e d  on mythology, with a
prologue and five acts. The earliest example of this genre 
was L u l l y ’s Cadmus e t Herri one of 1673, the first of many 
for whi c h  Philippe Quinault (1635-1666) was the
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The traa e d i e  en m u siaue had p r e t e n t i o n s  to the tragic 
g en r e  p r a c t i c e d  by the n e o - c l a s s i c a 1 d r a m a t i s t s  but was
freer than traditional tragedy, b e c a u s e  it was a 
c o m p a r a t i v e l y  new, mo d e r n  art form, ha v i n g  no direct 
equiva l e n t  in ancient classical art and not c o n s t r i c t e d  
by the n e o - c l a s s i c a l  rules that were thought to have 
g o v e r n e d  and contro l l e d  the tragic form. Rameau wrote 
seven tragedies en m u s i a u e . Of these Samson (1732) and
Linus (1750) (which had only three acts, instead of the
usual five) are lost and have never been performed. 
Zoroastre (1749) is based on Persian mythology, but the
r e m a i n i n g  four, Hippolvt e et Ar i c ie (1733) , Cas tor et
Pollux (1733), Dardanus (1739),and Abaris ou les
Boreades (1764), are based on ancient Greek myths. The 
later they are written, the more freely the Greek sources 
are altered. The first opera, H i p p o l v t e  et A r i c i e , has 
direct, w e l l - k n o w n  dramatic antecedents, not only in plays 
by Eur i p i d e s  and Seneca, but also in several French 
versions, the best known being Jean Racine's Phedre of
1677. The libretto that Pel l e g r i n  wrote for Rameau 
conforms very closely to e x i s t i n g  tradition, while making 
its own original alterations. This opera will be d i s cussed  
at length in chapter two. By the time of Dardanus and 
A b a r i s . the Greek influence has d i m i n i s h e d  to a few names 
and loosely con n e c t e d  ideas, which serve as a veneer for 
operas which are really modern e i g h t e e n t h  century tales of
fantasy. The libretti of these four tragic operas of 
Raireau p r o vide evidence of a shift away from. the rigid 
Neo-classicism, demanded of traditional d r a m a t i c  forms 
by the Acadeirie F r a n j a i s e .
The first chapter of this study will examine the form 
of the t r acT are e n r. u s 1 a u e , its place in French eighteenth- 
century literature and the influences which affected the 
structure of its libretto. The following chapters will be 
devoted to the four t raged i e s en rusigut which use Greek 
s o u r c e s ; H ior c 1v t e e t Ar i c i e , Caster e t P o l l u x , Dardanus 
and Aba r i s ou 1e s Boreades . in chronological order, with 
partic u l a r  emphasis on the myths used and the adherence 
to. or divergence f r :- preceding dra~atic cr non-drama c i : 
versions of the myths. Chap t e-r Five which deals with 
Aba r i s ou Ie s Ecreades also includes a brief examination 
of Zoroastre (17 4?: , the or. 1 y tragic opera of Famesn which 
does net draw on Greek mythology and is therefore outsid'. 
the compass of this study.
The scores and libretti of Hi ore 1y t e e t Ar i c i e , Caster 
et Pci 1 and Dardanus are printed in the 0 e .:vre e .
Completes of Rameau in the edition by Camille Saint-Saens 
and Charles Malherbe, which appeared over a number of 
years at the end of the ninete e n t h  and beginning of t b  
twentieth centuries, reprinted by Broude brothers of Ke*- 
Y or k  in 1968. However, the title is it.i 51 e a d i n g , since the 
O e uvres Completes contain neither of the tragedies en 
ir.u s i qu e Zcroa stre nor Aba r i s ou 1 es Boreades . The
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Zoroas tre libretto of 1749 is ava i l a b l e  on m i c r o f i c h e  in 
the B r i t i s h  Museum, and A b a r i s . in the d i s s e r t a t i o n  by 
Mary Smith (Aba r i s  £ii l e a  B o r e a d e s . a c r i t i c a l  aditior.. 
Diss. U. of Rochester. 1972). Abaris was in rehearsal in 
1764 when R a m e a u  died, and was not given a full stage 
p r o d u c t i o n  until 1982, at the A i x - e n - P r o v e n c e  festival.
For r o u g h l y  a century after the French Revolution, 
Rameau's m u s i c a l  works were all but forgotten except by 
small groups of French m u s i c o l o g i s t s  and musicians, but 
with the revival of interest in French culture after the 
h u m i l i a t i n g  defeat of France by Prussia in 1870, Rameau 
was again discovered. Besides the complete edition of his 
works compiled by S a int-Saens and Malherbe at the end of 
the n i n e t e e n t h  century, Rameau was championed by other 
influential musical and literary figures, such as Debussy 
and Jacques Riviere. The Schola Cantorum of Paris 
r e s u r r e c t e d  some of Rameau's dramatic pieces in concert 
performances, such as Pygmalion (one-act ballet) in 1909. 
The Paris Opera revived Rameau in its repertoire, 
p e r f o r m i n g  Castor et Pollux regularly between the wars of 
1914-1918 and 1939-1945. Outside France, interest in 
Rameau as a composer, has become n o t i c e a b l e  only in the 
second half of the twentieth century with such works as 
Cuthbert G i r d l e s t o n e 's d e f i n i t i v e  study, Rameau (1957).
As a mus i c  theorist, Rameau has always had a strong 
influence in c o n s ervatories and universities. In the late
e
1970s and the 1980s, Rameau's music has been h o n o r e d  with 
m a n y  fine recordings, so that it is now possible to hear 
v i r t u a l l y  all of his compositions. His operas have been 
p e r f o r m e d  throughout W e s tern Europe and N o rth America, the 
interest coining to a peak in 1983 on the three h u ndredth 
a n n i v e r s a r y  of Rameau's birth. Several scholars under the 
d i r e c t i o n  of Neil Zaslaw, based at the U n i v e r s i t y  of 
Chicago, are pre p a r i n g  a new, complete edition of R a m e a u ’s 
musical works in an effort to make them readily accessible 
to p e r f o r m i n g  musicians. No study of the libretti of 
R a m e a u ’s operas has yet appeared apart from this work.
CHAPTER ONE 
XHE T R A G ED I E EN M U S IO UE  OF RAMEAU
Modern opera as we know it was formulated as a genre 
of dramatic expression in F l o r e n c e  in the late sixteenth 
century by the C a m e r a t a  group of scholars and artists, who 
met at the home of Giovanni de Bardi (1534-1612) (New 
Grove - 3, 645-fc). They believed that opera was the irost
faithful repre s e n t a t i o n  of Greek tragedy, because of the 
importance of musical accompaniment which they believed; 
e x i r ‘ t-d in the drama of Ancient Greece. The Carerata 
dictated that, according to their reading of the F o e t : c e 
of A n s t c t l e .  opera sh o -1 c have five acts. Out c-f their 
respect for antiquity the Italian Renaissance humaniste 
always chose mythological subjects for opera. The f i r e *■ 
operas tc er,;cy mere w i d e s p r e a d  popula r i t y  were L 
Pair,e '15 5 7; of Jacopo Per: 11561-1633) which is nc longer
extant and Euridice (16CC) also by P e n .  But Claudio 
Monteverdi (15 67-1642' is credited with successfully 
transforming opera from an erudite, elitist form cf 
entertainment to an art of rich emotional expression. He 
broadened its public appeal with such works as O r f e : 
(16 07) , Ariar.a (1608) and L ' In cor onazione d i Foppe a (1642) .
Opera was introduced to France in the seventeenth 
century by the Medicis, a Fl o r e n t i n e  family, who by 
marriage tc the kings of France, care to dominate artistic
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tastes and politics. In the absence of any indigenous 
form of French operatic tradition, the stage was set for 
the Florentine, Jean Baptiste Lully. He took over the 
unsuccessful French Academy of Music, and, using the sodel 
of Italian tragic opera, created a uniquely French school 
of opera, through the traaedie l y r i a u e , although he began 
by writ ing musical inttrnedes for the dramas of Moliere, 
such as Bourgeois Gentilhomme (1670} and I*a Comtesse
' Escarbaanas (1671).
The traaedie l y r i a u e , starting with Cadmus et 
Hermione (1673), had five acts and mythological subjects, 
but Lully added a prologue, which amounted to an extra 
act. The purpose of the prologue was to praise the king 
(Louis XIV) by means of mythological allegory. Lully also 
added ornate and frequent darce episodes known as ballets. 
He himself was also a dancer, having begun his career at 
court as the king's dancing master. The ballets often had 
little to do with the action of the opera, but they did 
contribute greatly to the theatrical spectacle of the 
traaedie en m u s i a u e , echoing too, the presumed stately 
movements of the classical Greek chorus of ancient drama. 
The works of Lully and his librettist Quinault met with 
critical and public success, because in their operas they 
had created a form of artistic expression eminently 
suited to the ideals of the court of ”le roi soleil". The 
operas consisted of dignified, splendid, and ordered 
spectacle, designed to awe, impress, and instruct. As
9
s u c h , the tragedie en mus ique became a n a t i o n a 1 i s 1 1 c 
e x p r e s s i o n  of a state that believed it had equalled or 
s ur p a s s e d  the greatness of Rome or Athens. L u l l y ’s operas 
ref l e c t e d  the stylised, ornate, formal and highly 
ceremonial nature of the court at Versailles,
In the fifty or so years between the death of Lully 
(1687) and R a m e a u ’s emergence as the dominant figure in 
French opera with H i p p o 1y t e e t Ar i c i e (1 7 33) , French opera 
was merely an imitation of the orks of Lully, whose style 
was c o n s idered so defini t i v e  that any opera which departed 
from it was doomed to failure. Rameau was at first 
fiercely critic i s e d  fcr departing from, the musical style 
of Lully, although the form and content o f H i p p  o 1 y t e e t 
Ar icie is quite similar to that of a t r aged i e I v n q u e  of 
Lully, with a prologue followed by five acts, ballets 
gods and m y t h o logical subject. However Lully's fulsom.e 
praise of the king m  his prologues had made France the 
laughing stock of Europe, according to abbe Raynal 
(Nouvelles litteraires I, XLVII) and had become out of 
place du r i n g  the Regency (1715-1723' By the time Rameau 
had e s t a b l i s h e d  himself on the operatic scene (1733), the 
prologue had become a mythological or allegorical "hors 
d'oeuvre" before the main tragedy, serving purely as an 
a l l egorical entertainment, usually unrelated to, or only 
loosely c o n n e c t e d  to, the plot of the subsequent five-act 
opera. The p r o l o g u e  of H i p p o 1y t e et Arlc i e , for example.
10
r e p r e s e n t s  a conflict between the goddess Diana and the
god of L o v e , won by the latter, pro v i d i n g  an excuse for
graceful dances, charming music, and the use of machines 
to winch gods up and d o w n .
Rameau p r eferred the title tragedi e en mus i gu e to 
that of tragedi e l y n q u e  used by Lully, but the same basic 
compon e n t s  feature in the works of both composers in the 
genre of tragic opera. Lully, and his usual librettist 
Quinault, chose classical Greek mythological subjects for 
his pieces, such as Proserpine , A i ys and T 'lesee , or drew
from more recent mythological history, as in Armiae and
Air.ad i s de G a u 1 e . The plot always includes a pair of lovers 
as the princirol characters as well as rivals to their 
love igods. magicians and d e m o n s ) , who interfere with 
mortal affairs until, in act five, virtue triumphs.
The action of both L u l l y ’s and Rameau's operas is 
punctu a t e d  by d i v e r t i s s e m e n t s , performed by a corps of 
dancers. These took the forr of ballets, consisting either 
of intricate courtly dances,or of mi ore s p ecialised dances, 
in k e eping with the plot, such as those for demons m  Act 
II of Hippolyt e e t Ar i cie . The emphasis upon dancing 
necame greater as the eighteenth century progressed. The
plots for Lully's t ragedies lyr iques were developed 
through five acts to a denouement, not always happy fAtys 
and B e l 1erophon end tragically) although in the tragic 
operas of Rameau, the ending is invariably happy.
The use of mythological characters, of ballet, of
11
allegory, and splendid costumes and stage sets, combined 
w i t h  music, did not begin in France with Lully. As early 
as 1581, the composer Bal t h a s a r  de B e a u j o y e u x  (d.1567) 
p r o d u c e d  a stage work called Circe la m a a i c i e n n e  for the 
w e d d i n g  f e s t i v i t i e s  of the Due de Jcyeuse and Marguerite 
de Vaudemont et Lorraine. Circe differed, however, from 
the tragedie l y r i a u e . in that the music only p u n c t u a t e d  
long p e r iods of spoken dialogue, and was therefore not a 
true opera in the Italian sense, but the earliest example 
of the ballet de c o u r . In the works of Lully and Rameau 
the mus i c  is continuous in either recitative form or 
dance, as an accompaniment to the singers, or, as in the 
case of the overture, as purely instrumental music.
Since opera was a new art form, not bound by 
classical rules, the limits of what was acceptable were 
far broader in opera than in other stage genres, if we 
discount the various troupes which p e rformed at fairs and 
festivals out of doors, such as the op£ra comiaue and the 
v a u d e v i I l e . Rameau himself wrote music for such 
productions, for the foire St. G e r main and the foire St. 
Laurent. Thus Perrault could wri t e  (in his Critjque de 
1 ’opera of 1674 (69-70), that whilst the use of miracles,
gods and machines to resolve the plot were ridiculous in 
comedy, those same devices w e r e  beautiful in opera.
Since opera was thought of pr i m a r i l y  as antartainment 
and traditional tragedy as a more serious and didactic
genre, widespread use of "le itierveilleux" was more fitting 
in opera than verisimilitude, the duty of the librettist
being to sketch rather than to paint, to indicate rather
than express emotions, and leave the rest to the
composer. Rameau's own views on the subject are indicated 
in his Code de mus i gue pratique (170) of 176C :
" L 'expression de la pensee du sentiment des 
passions doit etre le vrai but de la musique. La vraie 
musique est le langage du coeur .
["To express the thought behind the feelings of 
the passions should be the true goal of music. Tr^e 
r.us.c is the language cf the heart."]
Rameau's characteristic of producing a vividness cf 
erotirr, in an ordered f rarew;rk is well described ty 
Jacques Riviere in his Etudes (133) of 1 9 0 S ;
"Sa spontaneite est si merveilleuse qu'ellt
r/eprojvfc aucur.e gene a se voir enchainee. Les 
sentiments que porte cette musique ont l'elar. pur et 
direct des larm.es qu ' on ne peut em.pecher . “
[ his spontaneity is so wonderful, that it is net 
cramped by fetters. The feelings transmitted by this 
music soar like the purity and simplicity of tears 
which cannot be held back."]
In the operas of Rameau, the music is undoubtedly 
more important than the words, but because of the 
traditionally high esteem in France for poetry and a 
humanist reverence for classical art forms. librettist'
vere criticised for not producing verses to the standard 
of Corneille or Racine :
"II sera toujours incontestable que la tragedie 
parlee est preferable a la tragedie chantee; la 
premiere est une action, dor.t la verite ne depend que 
de ceux qui 1 'executent, la seconde ne sera jarais 
q u ’un spectacle . . q u ’est-ce q u ’un opera? Une
piece de theatre mise en chant." (D'Alembert Oeuvres 
cor.pl gt es . 3 , 3 55).
[ "It will always be unarguably the case tha" 
spoken tragedy is preferable to sunc tragedy- the 
former is an action, the truth of which depends solely 
or. the actors. the latter will r.ever be anything mere 
than a spectacle . . . what is ar. opera? A sunc
play.]
Ir. his article on opera in 1 'Er. cyclopgdie . Leu is 
Cahusac (1706-1755', P.areau's librettist for Zcroas tr e 
(I 7 C ? : and Abaris f 1 "F 6 ̂ ’ attempts tc com, pare © u m a u l t  t :
Racine, as if the art cf the two were similar. However 
some, amongst them 1 ’abbe du Bos, secretary cf the 
Academ.ie Franjaise , realised that the nature of a 
libretto's function calls for unique skills from the 
librettist, who must always bear in mind that what he 
writes is not complete without music, whereas a writer r r 
tragedy must rely for effectiveness and power upon words 
a 1 o n e :
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"generalement parlant, la irusique est beaucoup 
plus efficace que la simple d e c l a m a t i o n  . . .  la 
m u s i q u e  donne plus de force aux vers que la 
declamation, quand ces vers sont propres a etre mis en 
m u s i q u e . "  (du Bos. F e f 1ex i ons c r i t i q u e s , section XLVII, 
1746).
I"In general, music is much more effective than 
sir.pie d e c l a m a t i o n . Music gives more power to words 
than d e claration does, if the words are fit to be se* 
t o mu sic."
Du Bcs is putting forward the case of the artists, 
scholars, and critics known as the "ncdernes", whc arcued 
thct new fcr-s car. be r;re effective than the classical 
art ferns r e c e m e n d e d  by the "anciens". Broadly speaking, 
they dc net question the superiority of art based or. tin 
models and precepts cf Greek and Reran antiquity in the 
fcrr which ca~c down tc. then from Italy before and dunr.g 
the fifteenth and sixteenth centuries. Du Bos explains the 
d i f ferences between writing verses to music and writing 
verses tc be declaired . Poetic v e r s e,rich ir, imagery, 
benefits little from, being set to music, for the music 
itself should create the images. Furthermore, he asserts 
that ever, ar, exeptionally talented librettist will never 
w r ite like Corneille, because Corneille created verse to 
be spoken. He believes that the librettist is net 
n e c e s s a r i l y  an inferior poet, but that his writing must bs 
different from non-musical tragedy', because of the demands
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of irusic upon his work, for he is often required to use 
words Limply as a aeries of sounds to accompany music.
M a r m o n t e l , a librettist for Rameau, agrees with this 
view. After n o t i n g  that Q u i n ault's libretti show how well 
suited the French language is for setting to music, he 
writes, in ref e r e n c e  to poetry, that simple d e c l a m a t i o n  is 
less eff e c t i v e  in conveying imagery, than words set to 
music (Oeuvre; corpletes XIV, 272. Liege, 1777) . However, 
the words of the libretto must not be too poetic, as this 
detracts fr on the creative power of the music. The 
librettists of F a r e a u were often criticized for their lack 
of iraginaticr. by critics such as Friedrich Melchior v :n 
Cr.r: at be Raynal and ar. cr.yrous pamphleteers f 1, 34- If
While certain criticises of style ray be justified, rut: 
cf the opposi t i o n  to these writers ster.s fror a lack cf 
d i f f e r e n t i a t i o n  between what should be expected fror a 
good writer of tragedy and what the function cf a libretti 
is in the form of the tragedie en m u s i a u e .
£_nce the tire cf Lully, certain parts cf t h  
libretti of French tragic operas were written to fit music 
already composed. These were known as car.evas or par od i e £ 
and were used especially for m,elodies that were r e p e a t e d  
several times in sequence, such as the "menuet chant cf 
Act IV of the 1737 version of Castor et P o l l u x ,which is 
introduced by the o r c h e s t r a ,taken up by the chorus ano 
finally, forms the a c compar. i men t for the dancers.
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The demands upon the librettist were also affected by 
the musical innovations of Rameau, who became an important 
musical theorist upon the publi c a t i o n  of the Traite de 
1 ' harmonie (1722), an innovative study, wi d e l y  discussed 
and acclaimed. It follows that when he began to c o m p o s t , 
he should develop his theories p r ac ti ca ll y in his music. 
Though the musical details are not within the scope of
this work, they are f u ndamentally important in
d if f e r e n t i a t i n g  between French opera as defined ar.d 
practiced by Kaceau, and Italian opera of the same period. 
Ra"ea„ believed in the full use of harmony, tc generate 
melody, whereas Italian opera was mere purely melodic; its 
composers believed that harr.cr. y detracted frcm the dire: t 
impact of sir, pie melodies. Lully's music, although 
distinctive, was essentially melodic. rather that, 
h a r m o n i c . The use of harmony m  R a m e a u ’s operas was a
shock tc audiences at first, who were net accustomed tc
hearing so many m.eiodic lines playing simultaneously. 
D'Alembert likened it to reading twenty books at once (34. 
39). In such music the words of the libretto become 
su bord inate to the emotions and impressions evoked by the 
harmonic structures. The words lose their independent 
linguistic significance. The singers are used ae
instruments, adding distinctive timbres and colora t i o n  tc 
the ov rail composition.
The librettists of Rameau had to develop a new style
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of writing, flexible enough to adapt to different 
functions. This was therefore a develo p i n g  and changing 
for r., i n c r e a s i n g ly  distinct froir. traditional, non-lyric 
tragedy. Where it is important that the audience hear
what the characters are saying, for the clarity of the 
plot and its development, r e c i tative is normally used. The 
instrumental forces are at a minimum; the harps i c h o r d  arc 
bass continue merely underlint what the characters sing. 
The scenes between Ismencr, Dardanus, and Iphise in act II 
of Dardar.us . show very well how recitative is used.
D'AIerhert states (21, 374) that recitative is necessary
because audiences wculd net tolerate the illusion cf
people wh o talk and sing. He believes t h e t if the actcrs
limit ther.se Ives either tc singing , in opera, or talking, 
in tragedy, the illusion is credible. Deve 1 opm.ent s later 
l n the eighteenth century, such as the German Sinospiel 
for exa-glt Mozart's Die Z a uber f l c t e , ar.d the relodrar a 
made popular by Benda and the Mannheim school, raxed 
singing with spoken elements with great success and most 
of Balth sar de B e a u j c y e u x ' s  French ballet de cour Circe 
i_a iracicier.r.f mentioned above, was com,posed of spoker. 
dialogue. In England prior and contemporary to Rameau, the 
o peras of Purcell and "ballad o p e r a s " such as the peoaars 
O p e r a , (1728) by John Gay (1*85-1732) and John Christopher
Pepusch ( 1 6 6 7 - 1 7 5 2 ) , were all very successful without 
worrying that the audience would not accept an illusion of
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c h a r acters on stage, both singing and talking.
When the librettist writes for dance or choral 
pas sages of an o p e r a , the words usually become s e condary  
to the visual and rhythmical elements and the voices are 
used as m u s ical instruments. In many of the great choral 
scenes, the emotions which move the audience are created 
by the musical h a r m o n i e s ,as in the opening chorus of the 
1737 v e rsion of Castor et P o l l u x . The impression of 
o v e r w h e l m i n g  grief is strongly defined, purely by means of 
m elody and h a r m o n y , the words having no independent 
meaning or function. Choruses are used to evoke various 
emotions. A joyful chorus of Troez e n i a n s  welcome Thesee in 
Act III of Hippolyt e e t A r l c i c . Rameau uses martial 
choruses (Castor et P o l 1ux Act I, 1737), solemn religious 
choruses (Hippolvt e e t Ar i c i e Act I ) and ,as m e ntioned  
above, choruses of mourning. Most of the tragedies en 
muslaue include a chorus of demons, which inspire dread, 
horror and excitement, very much as a modern horror film, 
does. C horuses are also used, in a more classical way, to 
comment on the action and the fate of the hero. They mourn 
the d e s t r u c t i o n  of Hippolyte (Act IV Hippolvte et A r i c i e ) 
and react with horror at the storm and the sight of the 
sea m o n ster offstage conveying to the audience a
f r i g h t e n i n g  impression of som e t h i n g  that could only be 
comic i. rendered onstage. In Act II of Castor at Pollux 
(1737), H^be and her followers, as a chorus of "plaisirs", 
attempt to convince Pollux that he should enjoy life with
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them on Olympus, rather than lose his immor t a l i t y  in 
trying to save his mortal b r o ther Castor from the
Underworld. In many choral episodes, soloists step out of 
the chorus to sing an "ariette" that is not related to the 
action of the plot but contributes to the general mood of 
the d i v e r t i s s e m e n t . For example, a follower of Love sings 
of love's charms in the prologue to H i p p o l v t e et A r i c i e : 
two athletes si^g a martial "ariette" in Act 1 of Castor 
et Pol lux .Tnd a "plaisir" sings against reason in favor of 
love in Act V of Dardanus (1739).
Certain instruments have a conventional s i g n i ficance  
and when usea in this way they are capable of evoking a 
mood without the aid of words. Flutes imitate birds and 
evoke tenderness, trumpets denote a martial mood or are 
used to add d i gnity to the entry of a god, such as the 
entry of Mars chained at the feet of Venus in the prologue 
to Castor et P o l 1ux (17 37) ,
R ameau also effectively sets music to the dramatic
monologue, and the mood, harmony and or c h e s t r a t i o n  are 
usually of more significance than the words. Here again, 
the librettist has to write in such a way that most of the
m e a ning is c o m m u n i c a t e d  not by the words, as is the case
in non - l y r i c  drama, but by the music. The despair of 
Dardanus at the be g i n n i n g  of Act IV of Dardanus (1744) is 
evoked t h rough the unusual use of bassoons in the high 
register. The fluttering flutes evoke the shame and sorrow
of Iphise in her monologue at the opening of Act I of 
Dardanus (1739). In this, however, the words are 
important, since they explain that Iphise is in love with
the enemy of her father, the central theme of the opera.
Rameau also c h a r a c t e r i s t i c a l ly  created arias in which 
two oi muie soloists in conflict with one another sing 
simultaneously, indicating conflict of interest and will, 
such as in the duet between Zoroastre and Abramane 
( Z o i o a s t r e 1 7 4 c’', which c o ~ e e as the climactic final 
combat b e t ween good and evil. The pairs of lines are sung 
simul t a n e o u s l y  and with only minimal instrumental
a r t' i-r p a n i r. e r. t . so t ha t the wordplay be t wee r, t 1, e high t e n -r ■ *
v mice of l o r o a s t n  and t h t h a s s  of A L i a m. a n e a r * -
intelligible:
Z o r c a s U  t : C i cl : laisst e o 1 a t e r tor. . i u r r o u >:
Abram art : Frappons, f rapper, s , Its dieux sent pour r, on
Z ' : ' ■ a c. "ic : Ciel r riel c ‘ e s t trop It- susptndi t
A b r a m a n e : Frappons . r i e r. r, t It p e u t deffer.drt
[ Zoroastre: Heaven, let your wrath descend
Atrramane: S t r i h  let us strike , the gc-ds are with us
Zoroastre: Heaven, oh heaven, you have waited too long
Abrairan^. : Let us strike, nothing can protect him ]
Another example is the trio between Pollux, Telaire and
Phebe; each character expresses conflicting feelings to 
the other two as Pollux is about to enter the Underworld
in Art III of Caster’ et Pollux ( 1 7 3 11 ) . Phebe loves Pollux
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and wants him to stay but T e l aire loves Castor, so she 
wants Pollux to go and rescue him fromi Hades, Pollux 
himself is d e t e r m i n e d  to rescue his brother but regrets 
leaving Telaire, because he is in love with her. If a 
mes s e n g e r  brings news, as Areas does in Act I cf 
H i p p o 1y t e e t Ai l c 1e , he is accompanied only by continue, 
since all his words should be u n d e rstood by the audience. 
Thus. with such a wide range of different registers, the 
librettist has a hard task in w r iting appropriately f o r  
different parts of the opera. Marmontel suggests that the 
only ideal solution is to have an artist of sufficien*
t a 1 t :. * * r: write libretti f o r  his own music (Geuvi e s
c o r . p l  e t es V  1 1 1 , 4 1 1  ■ .
The plot 1er is not peculiar to French eighteenth- 
century opera, but to opera generally. It can be- resolve:! 
either i n  a  good p a r t n e r s h i p  between composer and
librt.tti.st, such as that cf Lully and Q u l n a u 1 t , or w h  t r. .
as in the case of Wagner, music and libretto art written 
by the same person. Rameau hired different librettists fcr 
each opera, or accepted free libretti from amateurs, such
as Bernard. Cahusac c o l l a borated with Ram. e a u on more than
one opera, but there was no concern to create a uniform 
synthesis of words and music.
The name t raged i e en it.usique is mislea d i n g  because 
although traditional classical historical or mythological 
characters are portrayed and music is used to evoke 
various emotions including the tragic, the r eg u 1 ai
punct u a t i o n  of the plot by d i v e r t i s s e m e n t s  (consisting of 
dancing and singing) relieves the tragic tension, as their 
purpose is purely to entertain and charm. Sometimes a 
divertissement seers appro p r i a t e  to the action of the 
pint as when Pollux returns in Act I of Cast or e t Polio 
( 17 3 T j victorious over L i n c e e , who killed Castor in 
battle. At other times the joy of a divertissement a p p e a : s 
ironic and oi* of place, as m  Act V of the same opera, 
when the people com; e to celebrate- the wedding of Cast": 
at;d Telaire and Castor sends the” away, because he thinks, 
he rust g:: bark to the U n d e rworld to rescue his brother .
Whatever' dramatic use is made of a d ivert l s s e m e n t . i “ 
always interrupts t he dr am a of the lives of principal 
characters and as such. cieates a departure from tht r.e - 
classics] definition of tragedy regarding uni*v cf 
action. D'Alembert offers an argument as to why Optra 
s h ou Id t a k e this f c r m :
"L'o["ha e s t It- spectacle d e s sens e nt s a u r i * 
etrt autre chcs- . Or. si les plaisirs des sens. com” -, 
nous 1 'eprouvons to us les jours, s'emioussent quand . 1 s
son; tic; c o n t m u s ,  s'ils veulent at la varittt et d- 
1 ' interruption, pour etre goutes sans fatigue, i1
s'en suit q u e , dans ce ger. re de spectacle, le plaisi: 
ne peut entrer dans not re ante par trop de sens a la
fois . . .  et qu'un op£ra qui r f u n i t , comme le
not re, les machines, les choeurs, le chant et la
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danse, est p r e f e r a b l e  a 1 'opera italien, qui «e borne 
au ap e c t a c l e  et au chant." ( 13, 357-358)
["Opera is an en t e r t a i n m e n t  of the senses and can 
be n o thing else. Now, if the pleasures of the senses, 
as we experi e n c e  them every day, fade when too 
prolonged, if they r e q uire v a riety and interruption in 
order to be enjoyed without fatigue, it follows that, 
in this kind of entertainment, it is not possible for 
pleasure to enter our souls by too many senses at 
the same time and that an opera such as o u r s ,
w h ich unites machinery, choruses, singing and dancing, 
is p r e f e r a b l e  to Italian opera which limits itself to 
spectacle and singing."]
Marmontel develops this argument by defining opera in 
o p p o s i t i o n  to tragedy:
"II est de 1 'essence de la tragedie que 1 'action 
n 'ait point de r e 1 a c h e , que tout y inspire la crainte 
ou la pitie et que le danger ou le malheur des 
p e r s o n n a g e s  interessans croiase et redouble de scene 
en scene. Au contraire, il est de 1 ’essence de 1 'opera 
que 1 'action n 'en soit affligeante ou terrible que 
par i n tervalles et que les passions qui 1 ' animent 
aient des moments de calme et de b o n h e u r , comme on 
voit dans les jours d'orage des m o m ents de serenite. 
II faut seulement prendre soin que tout se passe comme 
dans la nature, que 1 ’espoi r suecede a la crainte, la
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peine au plaiair, le p l a isir a la peine, avec la meme 
facilite que dans le cours des choses de la vie. (14, 
272)
["It is essential to tragedy that the action 
h a v e  no relief, that e v e r y t h i n g  evoke either pity or 
fear, and that the threats to, or m i s f o r t u n e  of the 
p r o t a g o n i s t s  should increase and become more embroiled 
from one scene to the next. On the other hand, it is 
essential to opera that its action should only be 
d i s t r e s s i n g  or aw e - i n s p i r i n g  p e r i o d i c a l l y  and that the 
p a s s i o n s  that enliven it, should be punctu a t e d  with 
m o ments of peace and joy, just as there are serene 
moments on a stormy day. One must only be careful that 
e v e r ything should happen as it does in nature; that 
hope follows fear, pain pleasure, pleasure pain, with 
the same naturalness as in the events of life."]
Thus both D ’Alembert and Marmontel argue in favour of more 
r e a l i s m  in opera. They want to move away from the stiff 
formality of the operas of Lully, which were composed 
solely for the court, towards a more natural style, 
i n c o r p o r a t i n g  v e r i s i m i l i t u d e  with a less rigid adherence 
to neo-classicism. Harmont el wrote tragedies and 1 i brett i 
himself, and was one of the directors of the influential 
P a r i s i a n  journal Le Hercure de F r a n c e . His views reflect 
the c h a n g i n g  tastes of the opera - g o i n g  public, who were 
tiring of tragedy and were d e m anding a lighter and more
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natural style. R a y n a l , in his review of 1747 for the 
M e r c u r e  de Fr a n c e  of Ra m e a u  and Cah u s a c ' s  opera ballett Les 
fetes de 1 * Hymen et de L 'Amour writes:
"Depuis q u e lque tamps nous ne voyoni plus des 
t ra g e d i e s  a 1'o p e r a . Le public parait avoir un gout 
d e c i d e  pour les ballets ou il y a m o m s  d'interet et plus 
d * agreme nt . (Raynal v.l, 238)
["For some time now, we have not seen any more 
t ra g e d i e s  at the opera. The public seems to have a 
d e f i n i t e  p r e f e r e n c e  for ballets, in which there is less 
i n v olvem ent and more pleasure."]
Rameau w r o t e  more o p e r a - b a 1 l e t s and actes de ballet than 
a nything  else. He also changed his tragedies en musjgue 
ac c o r d i ng t o public e x p e c t a t i o n  and criticism. There are 
a l t e r n a t i v e  versions of Castor et Pollux (1754) , Dardanus 
(1744) and Zoroastre (1756), in which the plot and entire 
acts are changed in accordance with a general eighteenth- 
century taste for sentiment and emotion, an optimistic 
belief in the goodness of human nature and of human love, 
in direct contrast to the austere Jan s e n i s m  of the 
p r e c e d i n g  generation.
All the tragedies en m u sioue of Rameau have one 
important feature in common: the trials of a pair of
lovers wh o  end up h a ppily m a rried in the and, o f ten due to 
i n t e r v e n t i o n  by Greek or Roman deities, which in Rameau's 
time, aud i e n c e s  accept as literary conventions, and not as
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the religious figures of their classical origins. They 
aer v e  as convenient supreme powers that untangle even the
Dost c o m p l i c a t e d  plot. The mortal charac t e r s  regard them 
■ o r e  as m o n a r c h s  than gods. A good example of this occurs 
in Act V of Hi p p o l y t e  et Ar i c i e , in w h ich Diana appoints 
H i p p o l y t e  as the new ruler of her people.
The gods are the agents of love, which is the central 
theme in all four operas. In the prologues of Hippolyte et 
Ari c i e , Castor et Pollux (1737), and Dardanus (1739), the 
god Love plays a prominent role, as a symbol of the main 
theme of the following five acts. In all four operas there 
are arias or ariettes praising love above reason and
reserve, as in Act V of D a r d a n u s , when a perso n i f i e d  
pleasure of love sings an ariette, beg i n n i n g  with the 
words "triste raison". Even the king of the gods, Jupiter, 
is forced to submit to the power of love, in the prologue 
of Hip p o l y t e  et Ar i c i e . Supreme happiness can be found 
only in requited love and marriage and this is invariably 
the fate of the hero and heroine, whose w e d d i n g
celebrations form the climax of the final act. Conversely, 
u n r e q u i t e d  love is portrayed as the ultimate form of 
mi s e r y  whi c h  destroys the secondary characters: Phidre in
Hi p p o l y t e  et A r i c i e , Phebe in Castor et P o l l u x . Antenor in 
D a r d a n u s ■ and Calisis et Borilee, the unsuccessful suitors 
of Alphise, in A b a r i s . This u n d e r l y i n g  belief in love and 
the goo dness of human nature is consta n t l y  stressed in the 
works of contemporary writers, such as the moralist
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V a u v e n a r g u e s  (1715-1757}. He states that it is time for 
h u m a n i t y  to a b a ndon the moral precepts of the seven t e e n t h  
century, e x e m p l i f i e d  by the p e s s i m i s m  and c y n i c i s m  of La 
R o c h e f o u c a u l d  and the h u m i l i t y  and fatalism of Pascal, in 
order to r e - a f f i r m  the intrinsic goodness of the human 
soul, e x p r e s s e d  most purely in i n s tinctive passions and 
feelings (see bib l i o g r a p h y  for reference). This philosophy  
was a r e a c t i o n  against the p u r i t a n i s m  of the last years of 
Louis XlV's reign, which was followed by a r e gency of 
great lavishness and libertinage, setting the tone of the 
subsequent court of Louis XV, reflected in the artistic 
and moral exuber e n c e  of the Rococo era.
The libretti of Rameau's tragic operas give evidence 
of these changes, later to be expressed by leaders of the 
Enlightenment. The attitude to war for example, is no 
longer one of glory, grandeur and pomp. as in the 
traged 1 es lyriques of Lully. War is more of an unpleasant 
duty sim, liar to the concept of war in the writings of 
Rabelais. This is evidence of a more realistic, less 
f o rmalistic philosophy. When for example, in Act I of 
Castor et P o l l u x , Pollux brings in the body of the dead 
L i n c e e , (who killed Pollux's brother Castor) the chorus 
s i n g s :
"Que l ’enfer a p plaudisse a ce nouveau revers
Qu ' u n e  ombre plaintive en jouisse
Le cri de la vengeance est le chant des e n f e r s ,"
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["May Hell a p plaud this new feat 
And p l a i n t i v e  spirits rejoice
The cry of v e ngeance is the cry of the Underworld."] 
Such w o r d s  do not reflect a pride in revenge that one 
finds in the Alces te (1674) of Lully and Quinault, but 
rather sorrow that civilised beings should inflict such 
suf f e r i n g  upon one another. The emphasis on glory, 
e x c l u s i v i t y  and s u p eriority which dominates the art and 
culture of the Sun King and Lully is replaced by a concern 
for tolerance and the general w e l l - b e i n g  of mankind.
In Zoroas t re (1749) Abramane, who commands powers of 
evil and terror, is violent and vengeful, but Zoroastre, 
his heroic adversary, does not combat and vanquish him 
with force of arms, but with spiritual courage and by 
invoking the justice of the gods to d e s troy A b r a m a n e  and 
his followers. Zoroastre, an apostle of peace and love, is 
not Christian. The libretto shows respect for foreign 
religions and a tolerance far from the previous attitude 
that Turks and other no n - C h r i s t i a n  peoples are brutal and 
damned. The p o p u l a r i t y  of M o n t e s q u i e u ’s Let tres Persanes 
(1721) , of the Mi lie e t une nui t s , translated by Antoine 
Galland, as well as the oral and p r inted stories of Jesuit 
m i s s i o n a r i e s  and other travellers to the Orient, had 
e x c i t e d  interest in and respect for other religions and 
cultures. The trem e n d o u s l y  successful opera b a l l e t . Les 
Indes G a l a n t e s  (1735) , by Rameau and Fuzelier, has one 
entree called ie turc g enereux in which a Moslem acts in
a noble and "Christian" way towards two French lovers in 
his p o w e r .
New ideas, which would not have been tolerated by th
absolutist Louis XIV, became perjr.i s s i bl e in the tirr.e c
Louis XV. A good example of this is when Zoroastre says t
the newly crowned queen, Amelite:
*' L ‘ amour des su j e t s et du maitre 
Fait seul les rois digne de 1 ’etre" (Zor oastre 
Act V . 1749.)
["The love of subjects and that of their ruler 
Alone car. create kings worthy to reign.]
The obvious conclusior is that a kir.g who is not loved by 
his pecjle should n t rule the". Cr.e hesitates to attach 
t o o much irpcrtar.Cfc to suet* words , yet they are 
unm i s t a k a b l y  signs of their tire. It is inconceivable that 
suet. sentiments could have been expressed ir, an opera of 
Lully and Q u m a u l  t .
As a genre, tr aaedi e en music u e was net merely 
limited by public tastes, economic viability, artistic 
theory and tradition, and the o r g a n i s a t i o n  of the 
Academie Roy&Ie de Musique. but also by the fact that it 
had constantly to portray fantastic illusions without 
seeming ridiculous. In the eighteenth century, France was 
emerging from a period of great artistic c o d i f ication and 
restriction, imposed by the Acadfr.ie Fran^aise, founded by 
R i chelieu in 1635, Comedy and prose writing began to pair.
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respect, rather than, as previously, being dis d a i n e d  as
immoral or minor forms of art. To a large extent, the 
success of long, s e ntimental novels, such as Paine 1 a by
R i c h a r d s o n  (1740; , translated into French in 1742, or
Julie ou 1 a Nouve 11 e H e l o ’ise (1761) by Rousseau, and of
middle-class dramas such as Diderot's Le fils n a t u r e 1
(17 57 1 , or Le pe r e de f a n l l e  (1768), w e i e due to the
influence of the bourgeoisie, who were demanding a cultute
of their own, divorced from the predominant culture of thr
nobility. The tragic operas of Lully created ar.
entertainment of myth., magic, music and magnificence which
relied for its success or. an ordered society , dominated h y 
thr- not i 1 i * y , but P.ameau ' s ope r as broke away from t h* 
rigid r u 11 s ; f r.e: - classicism by de ve 1 op i r.g new forms an i 
ideas not yet permit ted tc other established theatrical 
cenres .
6 i n c  t  t h*. time- o f  L u l l y ,  F r  e  r. c h  t r a g i  m  o p e  r a  h a  d 
relied heavily on lavish, ornate and awe-ins;u r i:. ; 
spectacle, which was also used with great success in 
R a m e a u ’s tragedies en m u s i q u e . I n Hippoly t e e t A n c i t
the whole of Act IT takes place in the- underworld amongst
demons and furies, which also appear in Cast or e t P o 11 u 
as Pollux enters Hades. This is followed by a scent wit:. 
Castor in Elysium, surrounded by graces and " p l a i s i r s ” . 
The final act of Castor e t Pollux portrays Olympus with 
all the gods. the sun, the moon and all the planets and 
heavenly bodies. The effects called f e: in the lib:*., "t'
are on a truly grand scale:
"Les cieux s'ouvrent et laissent voir le Zodiaque
le soleil sur son char commence I  le p a r c o u r i r ; dans le 
nuages du fond, on decouvre 1^ palais de l ’Olym.pe ou It 
Dieux sort assembles"
[“The heav’f-i.;;- open to reveal the Zodiac, throug 
which the sun i n his chariot starts to move. In t h 
clouds at the rear, the palace of O l y r p u s . with all t b 
gods assert led is revealed." ] 
a n d a little later, also in Act V :
"Flus: e jI s globes dt- feu d e s c e ;, d r. t sur des n u a g e s  
e t les G e n i t- s qc; [i i s i d o t  s ' u r j i s s e n t a u x P 1 a n e t e s 
e * a ux Art res pcur f  c r r t r 1 «. diver t i s s e * ,
["Several sphirt f of f i i t descend in t: the c j d
and the p: tsidir.c spirits Join with the Planets an 
Stars to create the div e r * i s s e mtnt . " ]
I n b c t h vtrsi c* n s of Darcatijs , Isrcr.cr surrrc-r.s a ch : : 
c f magicians in Act II. In Act IV c f the first v ^ i s n  
p e rsonified dreads conscli and rouse the sleep,: 
Dardanus, though perhap; the illusion was carried too f 
to be b e l i e v a b l e  at this point, since Dardanus site 
soundly through the ravages and d e v a s t a t i o n  wrought by 
sea monster all around him.. Ar, a r u s m g  cartoon w 
circul a t e d  in Paris alluding to this scene in 1739. 
depicted Rameau fast asleep with his own music raging a 
about him. { R a r. e a u , Oeuvre s C g_m_p_l e t f s X . preface-, ■
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Aba r i s the winds and hours are perso n i f i e d  and in
Zoroastre the supernatural conflict b e t ween good and evil 
inspired Raynal to write these words of the 1749
pr oduc t i o n :
"Le Ciel et l'enfer sent dans un mouvem ent
cc.t m u c ]  d u r a r. t tout 1 e p o e r e e t j e n'en connais pas.
ou i 1 y ait plus de merveilleux. 11 y a plus de soi xante 
a r. s q u ’on n'avait vu tant de ir.agnif icence a notre
o p e : a . , . . i 1 y a au cinquiere ac 11 un temple qui
former ait 1u i seul un tres beau spectacle." (I, 3 c ?)
[ " H e a v e r ,  a r. d h e l l  it, d  v  l- c o n t i n u a l l y  d u r i n g  t h e  w h o !  e 
1 i t'i t-t * o and I know cf  n o where there an. it: o  r e f a n t a s t i r"
tffi ■ t «•: . W» ho, • ru t set such r ag:« i f a cer. c e a t the oper a
fur ove r sixty years . . . in the Fifth Ac:: the t er pi t
a l o n  rakes a b r e a t h t a V. i r. y spectacle-."]
Th i s r-dace war cover ed with g ; 1 d leaf and rubies . These 
g r a n ’ spectacles wei f- a legacy from the operas cf Lully. 
Their air was * impress upon the a u d . t M t  the majesty cf 
Lc-uis XIV. The operas of Rameau continued this traditic : 
s u c c t s i f . h y  u n *■ : 1 t h e middle of the century , wht;, they
began to lose- popularity tc the rr o r e simple, natural, and 
direct s * y 1 e of Italian com, i c opera. By the 1760s Gluck 
had developed an Italianate style in tragic ope in.
g ra d u a l l y  displa c i n g  the operas of Lully and Rameau, which, 
did not survive beyond the Revolution. Gluck's operas, 
such as I p h iqer.ia i n Au I i s (1774! , and 1 ph i gen i a i n T a u r 1 s
( 1 7 7 9 ! ,  treat the myths with a more restrained and
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"rational" mood, d i s p e n s i n g  with machines, supernatural 
beings, and spect a c u l a r  scenic effects. The traaedie 
lvriaue A l c e s t e  by Lully and Quinault (1674) is indeed a 
v e r y  d i fferent treatment of the same myth used by Gluck 
and Calzabigi of 1767. In Q u i n a u l t ' s  libretto singing 
gods, a battle fought on stage, and scenes in Hades with 
Charon, p r o duce elaborate and exotic effects, whereas 
G l u c k ’s opera is more sober; the personal tragedy of the 
m o r t a l s  becomes emphasised. The tragedy relies for its 
effectiveness, not on spectacle but on a simple and 
c o n v i n c i n g  dep i c t i o n  of human emotions, both in the music 
and in the libretti. Rameau expresses himself in his music 
d i f f e r e n t l y  from Lully, but the form of the tragic operas 
of both composers is similar. The difference in content, 
in ideas, and in philosophy, comes through the libretti. 
While Ra m e a u  was concerned with develo p i n g  music as a 
science, his librettists were trying to create an
eighte e n t h  century form of French tragic opera, distinct 
from that of Lully and Quinault. In the second half of the 
e i g h t e e n t h  century, questions, such as the continued use 
of s p ectacular illusion in opera, hith e r t o  taken for 
granted, beg a n  to be discussed.
The " p h i l o s o p h e s " (the main p r o p onents of
E n l i g h t e n m e n t  philosophy) attempted to j u stify their 
d i s l i k e  of spectacle by identifying it w i t h  superstition  
and p u e r i l i t y  and as such, unsuit a b l e  for a reasoning.
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" e n l i g h t e n e d ” age. Grimm in his article on lyric poetry in 
the Encycloped i e (Du poeme 1yr i q u e ) was supported by 
Rousseau, D i d e r o t , and partisans of Italian opera in a 
dispute known as "la Querelle  des Eouffons". Opposing 
then, in favour of French opera and spectacle were 
professional librettists, such as Cahusac, fhabancr, and 
Marirontel , Those in favour of spectacular' illusion in 
opera believed that because opera is further removed from 
reality than spoken tragedy, the breadth of emotion and 
imagination evoked by music should extend also to t h *_ 
libretto and stage effects. Consequently. although optru 
was d  o n r y t h  ' 1 ■ g i r a 1 a n d  his* o rical sour ces , it cc u 1 d
be a full a n d exp. a n s ; ve art f c r r . by c r e a t i r.g a v: v . .1 
inf angib! e wc rid t h i .; i h the stimulation o f t he audience's 
i m.ag i na t i on . In chapter XIV of hi is Elements d e 1 -■ 
I i t t C i a t u r v which deals with opera, K a r m. o n t e 1 says. it. 
supper t of "It. rr.e r ve I 1 e ux " , the:' illusion is accept abl t- 
if it reflects the setting represented on stage- accurately 
in rood, time, and place. He adds that gods should e n**.-; 
as secondary figure's, who affect the prir.ru; - ’.
protagonists and thereby aid. rather than conflict with, 
the draratic e f f e c t i v e n e s s  of the opera. He suns up t h t 
concept thus, referring to the composition of all element; 
which create an opera:
"Dans ce compose, tout est mensonge  mais tout est 
d 1 accord et cet accord fait la v e r i t t . "
["In this com. position, everything is a lie b u *
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everyt h i n g  is in h a r m o n y  and this h a rmony makes it
t r u e ".]
His opponents, Grimm, D'Alembert, and Rousseau, found 
such illusion in opera u n d i g n i f i e d  and unacceptable. Thty 
argued that since science had rendered the real world 
c ompr e h e n s i b l e  (they were under the impression that man
could know all) a sim.ilar reform should banish magic and
other irrational phe nomena from. art. Their views are
expressed more fully in the Suppl em.en t de 1 ' E n c y c 1 o p e d i e 
of 1777 in the article entitled £_u poeme lvriaue i n w h i c 1. 
the argument is presented. The defini t i o n  of opera in the 
great manifesto cf t h t ph i1o s op h e s , the Encyclopedia c u 
dictlcnr.aire r a 1 s c r. n e des Sciences , des arts e t de s 
me tiers by C a h u s a c , puts forward the argument in favour cf 
the use of "le merveilleux" in opera, contrary tc the
beliefs cf most of the p h i loscphes mentioned:
"Un opera est, quant a la partie dramatique, 1 b
r e p r e s e n t a t i o n  d'une action merveilleuse. C ’est le divir. 
de 1 'epopee mis en spectacle. Comme les acteurs sor.t des 
dieux ou des heros dem.i-dieux, ils doivent s'annoncer 
aux mortels par des operations, par un langage, par une 
i n f le xion de voix qui surpasse les lois du vraisemblat 1e 
or dina ire."
for the dramatic element, opera is the
tion of an imaginary action. It is the divine 




gods or semi-divine heroes, they should present
themselves to mortals with a voice that surpasses the 
laws of ordinary reality,"]
Here we see how subjective the argument is, because 
opponents of this point of view said that "le ir.er ve i 1 1 e u>:" 
is n o *  justified by tht, presence of gods on stage, since 
those supernatural elements havi- no place in opera anyway.
Since Rameau's tragic operas did net conform to any 
established classical ger:t - , lit'leftists fel* free tc 
ignore the rules long accepted by writers of spoke r.
tragedy, such as the three unit its cf tire, place, and 
a ion established by the Acadt-rie Fran^ais- in the early 
sever.* «-e:.t h century as rules p ..* f nr war d t y Aristotle. : :. 
the Ar s r ■: *- t 1 a . Ar istot 1 e i r. fart only made suggest i ens . 
nevt : intended to be absclute, which were misinterpreted
by P e r. a i s s a n ■ e scholars. According to their understar.hr/: 
the unity of art : or dictated that t he pic* should t •. 
restricted t etc. con t i r.ut d action, cc n cer r. l ng c 1.1 y t h- 
protagc-nist and those directly related t :. the depicticn cf 
his transf or mat i or. . The unity < f tire 1 i rr i 11 d the duratir: 
cf the drama on stage to t w e n * y four hours, while t h t_ 
unity of place restricted the action to one locality ar. 1 
the surrounding area which could be covered within the
twenty-four hour period. In Act I cf the 1737 version cf
C a s t o r e t P o l l u x , the action is in Sparta at the tombs rf 
all those who fell in battle against Linceus. Act TT tab-:
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p la c e  In the temple of Jupiter, Act III at the entrance 
to Hell, w i t h  flames, demons, ghosts and monsters; Act IV 
In E l y s i u m  and in Act V Jupiter reveals the whole
universe. The last act of H i p p o l y t e  et Aricie contains two
di f f e r e n t  places of action, the first with Thesee and 
N e p t u n e  by the sea. and the second, with Hip p o l y t e  and
A r i c i e  in the enchanted forest. Clearly, the unity of 
p l ace is not obse r v e d  at all.
Rameau's operas further do not observe the unity of 
time. This is noted h u m o r o u s l y  by Grimm in his
C o r r e s p o n d e n c e s  for May 1756, in reference to a 
p e r f o r m a n c e  of Z o r o a s t r e . The "poete lyrique" alluded to 
is Cahusac, the librettist of Zoroastre and Pellegrin, the 
librettist of H i p p o l v te et A r i c j e , is "le poete-cure":
"Dans Zoroastre, il fait jour et nuit
a 1t e r n a t i v e m e n t ; mais comme le poete lyrique n ’a pas 
encore la dexterite du poete-cure, et q u ’il ne sait pas 
compter j u s q u 'a cinq, il s 'est si fort embrouille dans 
ses calculs que, dans chaque acte, il a ete oblige de
faire faire nuit et jour d e u x  ou trois fois, pour q u ’il
fit jour a la fin de la piece. C ’est la, en effet, un
fort petit m a l ; et qu ' e s t - c e  que cela fait, pourvu que
tout se retrouve au d e n o u e m e n t !."
["In Z o r o a s t r e . it is either day or night, but since 
the libzettist does not yet possess the de x t e r i t y  of the 
p o e t - p r i e s t  and since he does not know how to count to 
five, his calculations have become so m u d dled that, in
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each a c t , he has had to cause day and night to change 
two or three tiroes, so that the opera could finish
d u r i n g  the daytime. This is really a very small error; 
w h o  cares as long as e v e r y t h i n g  turns out as it should 
in the denouement!*']
Since the Prologue is separate from the t r a o e d i e ,
clearly the unity of action is not adhered to, but even if 
one d i s c o u n t s  the prologue, w i t h i n  the traoedie itself 
there is more than one strand of action to the plot. For 
example in H i p p o l y t e  et A r i c i e , Act I depicts the conflict 
between P h e d r e , Hip p o l y t e  and Aricie. However in Act II 
the scene and the action change completely, to deal with a 
new character, Thesee, in Hades. In fact the action is so 
clearly d i v ided between the plot for Thesee and the plot 
for the other protagonists, that the final act has to be 
split b e t w e e n  two separate locations; the first to show 
the deno ue m e n t  for Thesee, while the second concludes the 
action for H i p p o l y t e  and Aricie.
The libretto also breaks with the classical 
conventions c o n c e r n i n g  poetic metre. The metre of the
libretto o b v i o u s l y  must be more flexible than that of the
spoken, French classical tragedy, which consists of a 
rigid p a t t e r n  of alexandrines. The metres in the libretti 
change often, but a rhyme structure of some sort is always 
maintained, even though lines of unequal length and metre 
can rhyme w i t h  one another, as in Castor's aria at the
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beg i n n i n g  of Act IV of Castor et Pollux (1737):
"Sejour de l ’eternelle paix
Ne calmerez vous point non ame inpatiente?
Terr.ple des de m i - d i e u x  que j'habite a jamais 
Combattez dans non coeur na flamme r e n a i s s a n t e . "
["Domain of eternal peace 
Can you not calm my impatient soul?
Ter: pie of demigods where I dwell forever 
Vanquish the flame rising again in my heart."]
In the prologue of the same opera, the god of Love 
sings an ariette of very unusual structure, which appears 
to have been written to complement the rhy thr.s of the 
music:
" Je z ' \ h i r
Vole, et fuis le plaisir 
Verse les fleurs
Lts coeurs
Von.t er, faire a tous moments
' "Young zephyr 
Fly and flee from pleas u r 
Let flowers fall 
For hearts
Will always make of the-
Les noeuds les plus charmants The happiest of chains
Pretons nos ailes 
Aux be lies
Pour rendre heureux plus
d ‘aman t s ]
Jeune zephir
Vole et fuis le plaisir."
Lend our wings
Tc the beautiful wom.er,
To make more lovers happy 
Young zephyr 
Fly and flee from pleasure"]
It wou l d  seem easier for a poet to write a libretto, 
than a spoken formal tragedy, because in opera the rules 
of form and content are not fixed. However, the art of
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w ri tin g words to accompany the domina t i n g  element of music 
demands special skills of its own.
The fixed resources  of the Academie Royale de Musique 
greatly influe n c e d  the for mi, plot and content of the 
traqedie en m u s i q u e  and limited the c r e a t ^ h y  ^ f th. 
librettist. A permanent staff of first, second, and third 
singers in different voice parts all had to be employed ir. 
every opera, since they were on a fixed salary. C o u n t e r ­
tenors and tenors always sar.g the roles of young heroes, 
young gods in love and of young men generally. Kings, gods 
and rale charac t e r s  cf a tragic or evil nature were.- sur,; 
by basses. All fern, ale roles were sung by s o p r a m s  : t h- :
w e r t. n : f e r a ' t a l t o  . A c 1) n r us c f a 1 1 v r : c part s t h ■
sopranos usually in two parts with the men singing r :.
t h r o  lines: counter-tenor, tenor and bass! was n. a n d a t o r y
i r, eve ry opera , as was a corps cf dancers, all w i ‘ h 
different ranks ar,d salaries.
Ti.f [lie was restricted because the sari number cf
characters of the sare importance in various categur. e? 
had to be included, so that the- whole company could 
perform. e a r f with a specific rank and type and size cf
role. The records of the A c a d e m i e  Royale de Musique in the
Bibl iotheque Rat i o n a l e  in Paris ( Rameau. Oeuvr e r 
completes VI, preface ) also show that the traqedie er. 
ir.usigue was perform, ed solely by the Academie which had a 
legal monopoly of all opera in Paris. Th. ijgud
o r g a n i z a ti on  of the Academie limited the devel opirent o f 
all forms of French opera.
The central theme of R a m e a u ’s tragedies en mu si q u e ,
the love of the hero «nd heroine, ending in joy and
consummation, is inspired more by classical comedy, than
classical tragedy. The traged!e e n m u s i q u e , w h 111
abandoning the Unities, n e v e rtheless upholds the n e o ­
classical idea of a cosmic moral order, balanced and in
harmony, in which humans suffer from the imbalance caus* 1
by evil for a time, after which justice and love rust
always f r i urr p h T h *■ tragedies en musique of Rameau are a
transit; onal gtr.i e mak i rig ext enr. i ve use of nee.- c 1 as s if-al
conventions. while a * 11. e sar. tirt forniatir.g r, t v
ccr.vi.-i,; i r s. of its own . By exami ni ng the way t h • 
librettists adapted pre- e x i s t i n g  r y t h s , we can set h: w
this process of change- took p l a n  and perhaps core t •
understand the- c a u s t s t e h i n d it.
CHAPTER TWO 
HI P P O L Y T E  ET AR I C I E  1733
The H i p p o l y t u s  myth, unlike the myths used in the 
other tragic operas of Rameau, existed in dramatic form in 
many versions prior to the libretto of Simon Joseph 
P el l e g r i n  (1661-1745) for Hip p o l y t e  et A r i c i e , Rameau's 
first major, public success. Pellegrin was influenced 
most by Racine's Phedre of 1677, but dramatic versions in 
French exist before Racine, starting with the Hippolyte 
(1573) of Robert Garnier (15447-1590). All were modelled, 
to some extent, on the H i p p o l y tus of Euripides and the 
Phaedra of Seneca. Various aspects of the myth are also 
d e s c r i b e d  in non-dramati c works of other classical 
authors, most notably in the Lives (I, 1) of Plutarch
(c .A .D .46-119) , the D e s c r i p t i o n  of Greece by Pausanius 
(f1.A .D .143-176), Vergil's A e n e i d , and the Metamor p h o s e s  
of Ovid. Ra c i n e  and Pellegrin both felt obliged to cite 
all these sources, except Pausanius, to justify their 
in novati ons and alterations to the tragedies of Euripides 
and Seneca. (Please see bibliography, for editions 
con s u l t e d  in this work.)
No d r a m a t i c  or even operatic v e rsion of such a well 
kno w n  myth could have e n j oyed any success in France, 
either in 1677 (P h e d r e ) or 1733 (Hip p o l y t e  et A r i c i e ),
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without demons t r a t i ng in the preface or the text the 
indebtedness of the material, whether traditional or 
innovative, to classical sources. As noted above, this was 
due to the rules of neo-classicism, formulated and rigidly 
enforced by the Acadeitiie Francaise .
Opera is able to combine the verisi m i l i t u d e  of n i. 
lyric tragedy with elements of spectacle and fantasy, 
which the irr,aginative realm of music seems to demand. Due 
to this unique nature of opera, Pellearin and other 
librettists found it necessary to create new artistic 
standards for the libretto, based, net on classical 
precedent 'tie r t was none for opera" , bo* on the needs c f 
c p - : i * s e 1 f . With t h t dt a * h of Louis XIV i r. 1715. Fran-,
expt .utoced the d e a t h also, c f ar: age c f strict conform : f y 
and ccd-f-icaticn in every area of life :r,h ud.r.: :
arts. During the dissolute regency which followed u n t i 1 
17 2 1, ar. d the reign of L e m s  XV. tv-:. the ugh t h <. 
ar:stocra~y increased its power and censorship and ether 
forms of c or. t r c 1 we r e exer c i see as be fore, the era be ca~ t , 
nevertheless, a tire of e x p e r i m entation and innovation. 
Class -c al r a *' <■ :r : T 1 is treated with* new sensibility, which 
emphas i s e s  sentiment and romantic love. For example . 
Voltaire ir. his O e d i pe (17 18), based on the Oe d i r t 
Tyrannos of Sophocles, in which romance and sentiment have 
no place, alters the plot to permit these elements to 
emerge. introducing the character of Philoctete into his 
tragedy, as the man whom Jo caste really loves, in contrast
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to her husband Oedipe, whom she merely admires and 
respects. Voltaire, Crebillon , and other eighteenth- 
century dramatists, including the librettists of Rameau 
were creating an e i g h t e e n t h - ce nt ur y dramatic reality ir. 
which c h ar ac t e r s  act out of a belief in the inheres.* 
g oo dr, ess of humanity, trusting their erot ions , more that; 
their rational thoughts, to direct them towards virtuous 
actions. Ancient and neo-classical tragedy always upheld 
rational thought as m a n ’s most secure guide for tht 
pi reservation of a moral order; it held in check t h •. 
pa sr. or; s which w*-r._ otherwise destructive. Thr O t c g  
a r. d J o c a s t. a e f Sc- p  hocl e s ac c eft i e sponsibi 1 i t y fc-r t h t . ; 
own at; i ons t ., t : :. V ■; 1 t a * i e ' s version their err t:c 
c a m  the:- t o revolt aga ir.st and blar e the gods, as l r,
A c t V . S c e r, e I V . w h e r, Oedipe cries;
I r p l t O' v a t 1 e s du-ux, res crir.es sent 1 e s vcties,"
["Merciless gods, my crimes ar^ yours."]
T r. hi s r i s s e r tation on ar.ci en t a n d modern traqe d y c  f 
1748 Voltaire states:
"True traaedy is the s c h o 1 of virtue-." (TV. 5 0 h ) 
Tragedy mus* provide moral precepts for b e h a v i o u r , even tc 
the extent of c h a l l e n g i n g  the values of society. as in
Voltaire's Nanine (1749), adapted from. R i c h a r d s o n 's 
Pame 1 a . in which) a servant (Nanine) is presented  as a 
more fitting wife for a nobleman of great virtue, than a 
lady of his own class. In this play Voltaire stresses that
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individual virtue is more valuable than rank, wealth, or 
power. T h i s  concern with moral teaching pervades the 
d r ama of the early e i g h t e e n t h  century and can be clearly 
i d e n t i f i e d  in the tragic operas: Hi p p o l y t e  is
r e s u r r e c t e d  and given his just reward in H i ppolvte e_t 
Ar i c i e .
Moral instr u c t i o n  is only one element of a general 
trend towards s e n t i m e n t a l i t y  in French drama, evident in 
the c o m e d i e s  of Destouches, La Chaussee and others in the 
1720's, and which affected all forms of c o n t emporary  
tragedy. Tra g i c  opera is clearly influenced by sentimental 
drama, a l t h o u g h  it does not adopt such innova t ions as the 
i n t r o d u c t i o n  of middle-class, or lower class
protagonists. In Hippoly te e t Ar i c i e the central theme is 
the vi r t u e  of the hero and heroine, who are rewarded for 
their c o n s t a n c y  and steadfast love, tested by severe 
trials, including death, in the case of Hippolyte. 
A l t h o u g h  such subjects are not unique to eighteenth- 
c e n t u r y  drama, the sentimental and optimistic way in which 
they are written does d i f f e r e n t i a t e  them from the 
pr e c e d i n g  era of n e o - c l a s s i c i s m .
V o l t a i r e  also introduces supernatural elements into 
his tragedies, such as the ghost of Laius in O e d i p e . w h i c h i 
a l t h o u g h  it does not appear on stage, influences the plot. 
The s i m i l a r i t i e s  b e tween the tragedies of Pellegrin and 
V o l t a i r e  (who was the most s i g nificant non-lyric tragedian 
of e i g h t e e n t h  century France) show remarkable uniformity
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of style in the use of the supernatural, the importance of 
love and sentiment, a c o n cern for moral justice, and a 
g e n e r a l  h u m a n i z i n g  and s e n t i m e n t a l i s i n g  of austere, 
heroic, classical material. To this, opera adds 
d istinct ive, fantastic, exotic and spectacular elements of 
its o w n .
P e l l e g r i n  and Racine were influe n c e d  in their 
treatm e n t s  of the myth, not only by c o n t e mporary  
l itera t u r e  and by direct access to classical works, but 
also through the French dramatic tradition, out of which 
innova t i v e  adaptations of the Hippolytus myth were 
created. From literal translations of Greek and Latin 
texts into French at the beg i n n i n g  of the sixteenth 
century, French tragic drama p r o g r e s s e d  towards attempts 
to write original plays in the native language, based on 
classical models. Racine's tragedies represent the 
greatest achievement in this type of drama.
E u r i p i d e s ’ plays M e d e a , H i p p o l y t u s . Iphiaenia in 
Auli s and A1ces t e , as well as the A n t i g o n e  of Sophocles, 
were translated into Latin by Erasmus (d.1536), George 
Buch a n a n  (1506-1582), Francois T i a s a r d  (c .1460-1508) and 
G e n t i a n  Hervet (1499-1584), b e t ween 1506 and 1544. The 
first to be translated into French, was Sophocles' 
K l e c t r a . in 1537, by Jean A n t oine de Ba'if (1532-1589). The 
H i p p o l y t u s  of Tissard, from Euripides, and the H i p p o l y t e  
(1591) by Jean Y e u w a i n  (1565/6-1626) , from S e n e c a , were
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used (as were most of these early translations) by 
schoolboys as exercises in oratory, aa were the tragedies 
of Seneca, which most p r o b a b l y  had not been d e s i g n e d  for 
fully staged productions.
The first important French tragedy, based on the 
H i p p olytus myth is the Hippol v t e (1573} of Robert G a m i e r .  
In his prologue, Egee ( A e g e u s ) , the father of Thesee, 
appears as a ghost to predict the terrible disasters that 
are about to befall Thesee. This prophecy is similar to 
that made by the three Fates at the end of Act II of 
Hippolyte et A r i c i e . Garnier, like Pellegrin, stresses 
that even though the torments of Hades are severe, they 
are nothing compared to those which await Thesee in his 
own house. Pel l e g r i n  and Garnier both emphasize the tragic 
fate of Thesee, in a way that Racine does not, by causing 
the audience to focus on the tragic events that are about 
to overwhelm T h e s e e .
Garnier and Racine both prefer to give Thesee a 
mortal father, king Aegeus of Athens, who is a more 
historical figure than the god N e p t u n e / P o s e i d o n , but both 
are s u ggested by Plutarch in the first chapter of the 
L i v e s . w h ich deals with the life of Theseus. Racine is 
a t t e m p t i n g  to d i m i n i s h  the s u p e r natural elements of the 
myth, but Pel l e g r i n  reverts to casting N e p tune as the 
father of Thesee, as Euripides and Seneca did, not only 
because the supernatural is well suited to the operatic 
medium, but also, as he states in his preface (Rameau.
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Oe u v r e s  c o m p l e t e s . VI, p r e f a c e ) , for sound dramatic 
reasons. Pel l e g r i n  thinks that N e p tune is more likely to 
grant Thesee's terrible request out of family honour and a 
d e s i r e  to keep his word to his son, than merely to fulfill 
his oath to a hero, as in Garnier and Facine, especially 
as the god knows that what Thesee is asking is unjust and 
w r o n g .
Garnier follows Seneca more closely than any other 
French dramatist, as, for exam; pie, in the n u r s e ’s 
treatment of Phedre and in a choral episode, describing 
the cruelty of love. H o w e v e r , Garnier also introduces his 
own, creative interpretation, especially in his portrayal 
of Phedre, who is more p la _ stile and human thar. Seneca ' £ 
rather one dimensional character. Garruer gives the 
audience good reason to pity the alien Phedre, alone in a 
foreign country, betrayed by her philandering husband 
The see .
Pellegrin examines different aspects of Phedre's 
character. In Act I she appears full of sacrilegious fury 
and jealousy, whereas in Act IV she is very similar to 
the pathetic, forlorn Phedre of Garnier. A sense cf
i n escapable doom, inherited from; her ancestors, is
present, both in P h e d r e 's lament in Garnier'c Act II and 
in the aria "cruelle mere des amours" from Act III of
Hi ppolvte e t A r i c i e . Racine also portrays her as =
helpless victim of love, as does Euripides, but the French
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authors all individ u a l i s e  her more fully and treat her 
more s y m p a t h e t i c al ly  than do Euripides and Seneca. In 
R a c i n e ’s tragedy, of course, Phedre is the central 
character, and although this is not the case in Hi ppol v t e 
et Ari c i e , Pellegrin is n e v e r theless influenced by the 
d e v e l o p m e n t s  in her character introduced by French
dramatists from Garnier to Racine. Garnier, Racine, 
Pellegrin and most of the other French tragedians examined 
later in this chapter, assign monologues to Phedre, in 
which s h e laments either her irresistible love for
Hippolyte, or her guilt and desolation. Phedre clearly 
becorres a m.ore pathetic character in French tragedy th ar, 
she w a s ln antiquity .
A lthough Garnier largely preserves the Stoic morality 
of Seneca his sensitive and sympathetic portrayal cf
PhTdie is the beginning of a French tendency to examin*. 
t ht per son a 1 , psyc h o 1ogical inner conflicts caused t y 
love, primarily with w o r m  as examples. Racine later
becomes tbt finest exponent of this, develo p i n g  what
Garnier had begun in his compassionate portrait, which
softened the harsh passionate evil of Seneca's Phaedrn.
F ol l o w i n g  the example of Jean Rotrou (1609-1650), whc 
sought, in French translations, to set the plays of 
Seneca on the professional stage, rather than in schools, 
or in private, scholarly, or aristocratic gatherings,
Guerin de la Pineliere (1615-1643) produced his Hippol vtt- 
in 1635. His innovations were insignificant, consisting
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of gi v i n g  minor characters names, not taken up by 
subsequent authors. Lycrate is a courtier, who replaces
b o t h  the hunters and the m e s s e n g e r  of Seneca's tragedy,
w h ile Procris and H e s ione are attendants to Phedre.
Pel l e g r i n  uses the name Oenone for the nurse, following 
Racine, this being an example of a name introduced by a 
modern author, s u b s e q u e n t l y  taken up by others. La 
Pineliere also presents Venus conveyed in a chariot pulled 
by swans and has Thesee deliver a lengthy description of 
his visit to Hades, but apart from these minor 
innovations, his tragedy is closely modelled on Seneca's.
The H y p o l i t e [sic.] of Gabriel Gilbert (1 6 2 0 - c .1680} , 
ded i c a t e d  to M a d a m e  de Sully and performed in 1646, 
clearly influe n c e d  Racine and Pellegrin. Carrington
Laneas t e r , in his French dramatic literature of the 
s e v e n t e e n t h  century (II, 581) calls this first tragedy of 
Gilbert a "parlour version of the theme, subsequently  
imm o r t a l i s e d  by R a c i n e ." The play was intended to please 
the circle of the duchesse de Sully, who were known as the 
"precieux", later to be sa t i r i s e d  by Molifcre in his first 
great Parisian success, Les Precieuaes Ridicules (1659). 
The p r e c i e u x  were ch a r a c t e r i s e d  by a platonic adoration of 
an idealised woman, similar to the ideals of courtly love, 
•nd their s e nsibilities were poetic and intellectual and 
included a puritannical and p r udish attitude towards 
sexual morality.
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Because of this, the Pht’dr. of Gilbert is merely 
e n g aged to be m a r r i e d  to Thesee, who has put her under the
p r o t e c t i o n  of his son, Hippolyte, while he is away at war, 
H ip p o l y t e  admits to his g r a n d f a t h e r  Pithee ( P i t t h e u s ) , 
that he loves Phedre, but refuses her offer to elope with 
him, out of respect feu his father. The nurse, Achrise,
accuses Hip p o l y t e  to Thesee, who punishes hir, as in the 
other versions of the tragedy, ever; though Phedre tells
Thesee that Hippolyte is innocent. The action of the plot 
has been weakened and sanitised; as hum.an passions becor-. 
diluted in the n a m. e of courtly lovt and polite behaviour, 
d r a m a t i c  tension and interest is dir : i.i shed . This c u m ;
r i x ‘ u ; - of ancitr.t a :. :i m ; d t-: u r e p 1 e s e n t s a;. experi.nr.ti. 
s t a r  * 11 t hi e deve 1 opr er. * c-f F r «.• not. dr am a , and although 
Gilbert's play was soon forgotten. some of his ideas we i >_
taken up by P. a c i n e and passed to P e 1 1 e g r i r. . Firstly, t h -.
n u r s • O e n c-rn- , in Racir.e ' s P h e d r e is similar . i n charfiot- ; 
arid function, to Gilbert's nurst Achrisr, ever, to t h <_
point that they both kill themselves by plunging into tie
sea, after being rebuked by Phedre. Pellegrir. ale
p > c  rtrays Otnohr- ir, the sate way.
Secondly and miore importantly, the Hippolyte cf
Gilbert is capable of feeling love for women. In t h :s 
respect, the Hippolyte of Pel l e g r i n  resembles Gilbert ’s 
more than Racine's, whose Hi p polyte is depicted as an 
adolescent trying, in vain, to resist the nascent 
passions w e lling u pi inside him;. Gilbert and Pellegrin b c t h
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create a c h a r a c t e r  att r a c t e d  by w o men and at ease with his 
h e t e r o s e x u a l i t y .  The H i p p o l y t e  of Racine is at a point of 
d e v e l o p m e n t  b e t w e e n  those of Eu r i p i d e s  and Seneca, on one 
hand, and G i l b e r t  and Pellegrin, on the other, in that he 
has n e v e r  loved a woman before, but is capable of doing 
so. R a c i n e  introduces Aricie into his tragedy in order to 
show us the chaste Hip p o l y t e  of antiquity changing due to 
his first e n c o u n t e r  with erotic love; he finds that he 
cannot resist, d e s p i t e  his wish to do so. In H i p p o l y t e ’s 
i n a b i l i t y  to resist Aricie, Racine is ma k i n g  a mast e r l y  
c o m p a r i s o n  with Phedre, who cannot resist the power of 
love d r a w i n g  her fatally towards HiDpolyte.
With each succes s i v e  French version of the tragedy, 
the cha r a c t e r  of Hi p p o l y t e  evolves away from his original 
role in ant i q u i t y  as a chaste, m i s o g ynistic demi-god. 
With the H i p p o l y t e  (1674) of M a t h i e u  Bidar (n.d.), which 
prece d e s  R a c i n e ' s  Phedre by only three years, we come even 
closer to the model of Hip p o l y t e  used by Racine and 
Pellegrin. B i d a r 's Hippolyte is in love with a foreign 
princess called Cyane, who loves Hippolyte and arouses 
P h e d r e 's jealousy, and is thus the model for Aricie. 
B i dar's H i p p o l y t e  also engages in combat with the monster, 
an idea used by Pellegrin, but not Racine.
J a c q u e s  Pradon (1644-1698) wrote a tragedy called 
Phedre et Hip p o l v t e  in 1677, intended to compete with 
Raci n e ' s  Phedre and to drive it off the stage. Pradon had
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the support of the powerful g r o u p  at court, kno w n  as the 
"devots", who were religious zealots, and he was initially 
v i c t o r i o u s , even though his play was a rather weak
c o n f l a t i o n  of all previous versions, both ancient and
■ o d e r n .
P radon claims in his preface that he, rather than
Racine, is intro d u c i n g  Ar i c i e  to the tragedy for the 
first time, citing a 1615 p u b l i c a t i o n  of Philostratus  
(born c.191 A.D.) as his source, rather than the more
ancient and r e s p e c t e d  Vergil, quoted by Racine. Pradon 
q uotes from Philostratus, b e cause he is a Christian
apologist, rather than a pagan author, such as Vergil. In 
this way Pradon can satisfy his religious supporters, 
a pp e a r i n g  m o r a l l y  superior to Racine, while also 
d e m o n s t r a t i n g  the nec e s s a r y  classical authenticity of his 
a l t e r a t i o n  to the myth. The Phedre of Pradon, as in
Gilbert, is only engaged to Thesee, and Aricie is
b e t r o t h e d  to Hippolyte, according to T h e s e e 's wishes.
P r a d o n 's influence upon Hip p o l v t e  et Aricie may be 
in his p o r trayal of Phedre, who is not, as in Racine's 
play, a helpless victim of love, but rather, a scheming 
woman, with a strong character, who does everything she 
can to m a k e  her love for Hip p o l y t e  succeed. She tells 
A r i c i e  openly of her desire to marry Hip p o l y t e  (she is
o n l y  e n g aged to Thesee), and offers Ar i c i e  he r  brother 
D e u c a l i o n  in exchange for Hippolyte. P r a d o n 1s Phidre also 
circul a t e s  a false rumour of Thes£e*s death in order to
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obtain H i p p o l y t e ' a  love and follows H i p polyte into
exile. Unlike the Phedre of Racine, she is not siute with 
jealousy for Aricie before Thesee, but threatens to
de s t r o y  both H i p p o l y t e  and Thesee, with her brother's
help, and imprisons Aricie. Pellegrin's Phedre combines 
the strength and fury of Pradon's Phedre (as in Act I,
where she brings guards to coerce Aricie and can only be 
r e s t r a i n e d  by the divine i n t e rvention of Diane) with
R a c i n e 's portrait of a vulnerable victim of l o v e .
Even though French n e o - c l a s s i c i s m  forbade the mi x i n g  
of genres, Pellegrin gives his tragedy a denouement 
n o r m a l l y  associ a t e d  with comedy, in which the hero and 
heroine, Hip p o l y t e  and Aricie, are happily re-united and 
married, all obstacles to their happiness having been 
overcome. This reflects the e i g h t e e n t h - c e n t u r y  insistence 
upon the triumph of good over e v i l : the innocence of
Hi p p o l y t e  must be rewarded in accordance with the 
e s s e n t i a l l y  C h ristian belief that no matter how strong 
the force of e v i l , it can never prevail against steadfast 
virtue -
The happy ending of the tragic opera, although 
c o n f l i c t i n g  with the n e o-classical concept of tragedy, was 
not u n known in ancient drama. The Italian and French neo- 
c l a s s i c i s t s  ignored or m i s i n t e r p r e t e d  the many ancient 
dra m a s  of Greek tragedians that e x p e r i m e n t e d  with the tragic 
form, which often led to a practice contrary to Aristotle's
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later theories of tragedy and are certainly contrary to the 
m u c h  later ne o - c l a s s i c a l  rules. In actuality, w h a t  the 
Italian the o r i s t s  called the three unities (of time, place 
and action) and d e m a n d e d  as essential in any "correct" 
tragedy, w e r e  not so viewed by the ancient writers who, in 
practice, c o n s i d e r e d  only unity of action essential. The 
A r i s t o t e l i a n  unhappy, tragic en d i n g  is not rigidly adhered 
to by ancient Creek tragedians. The Oresteia of Aeschylus 
closes by e s t a b l i s h i n g  peace, order, and justice, finally 
ending the cycle of revenge and bloodshed, and concluding  
the trilogy with optimism. In Iphiaenia in Tauris by
Euripides, Iphigenia is saved from the knife at the last 
moment by the divine i n t e r vention of Artemis and Athene, 
and in his tragedy Alcest i s , Euripides incorporates
touches of satire and humour into this traditionally 
tragic myth.
A l t h o u g h  irresistible passion usually drives the 
p r o t a g o n i s t s  of Racine to death and destruction, his 
Iphiaenie en Aulide does not end tragically because, 
a lthough the u n s y m p a t h e t i c  character Eriphile is 
s a c r i f i c e d  to satisfy the gods, the heroine Iphigrfnie is 
saved. Here we can see an early example of justice as
influe n c e d  by C h ristian thought.
There are thus examples, both in Greek and French 
classical drama, of plays classed as tragedies, which do 
not end in a t radit i o n a l l y  tragic way, or whi c h  end
p o s i t i v e l y  happily, as do all the tragedies en musjgue of
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Rtneau. What q u a l i f i e s  R a m e a u ’s operas as tragedies are 
the c h o s e n  subjects and the ma n n e r  of their treatment: the 
use of ancient mythology, the spi r i t u a l  and temporal 
n o b i l i t y  of the heroes and heroines, and the trials of 
love and friendship, treated in an elevated, poignant and 
p o e t i c  fashion, rather than in the prosaic and humorous 
style a s s o c i a t e d  with comedy.
Pellegrin, in his p r eface to H i p p o l v t e  et Aricie  
(Rameau, O e u v r e s  c o m p l e t e s , VI, preface X X X I X - X L I ), 
c l e a r l y  sees himself as a writer of tragedy, b o und by the 
same rules as Racine, but justifies his d e p a r t u r e s  from 
P h e d r e . by stating that he is w r i ting lyric tragedy, which 
he d i s t i n g u i s h e s  from non - l y r i c  tragedy. Pellegrin is 
a t t e m p t i n g  to aspire to the dignity of tragedian, without 
a c c e p t i n g  the limitations of the tragic form. He also 
states that he would not have d a red to use the same 
subject as Racine, but for the fact that he is w r i t i n g  for 
opera, w h i c h  d e m a n d s  a new v e r s i o n  of the same myth. 
P e l l e g r i n  dispenses with the three n e o-classical unities 
of time, place, and action, but justifies any new or 
altered m a t e r i a l  in his plot with classical references. 
A l r e a d y  we see opera s u c c e ssfully ma k i n g  exceptions to the 
rules, e x c e p t i o n s  which still were not tolerated in n o n ­
lyric tragedy. We will see, in later chapters, h o w  the 
t endency of tragic opera, to cast off neo-classical 
r e s t r a i n t s  and to establish its own form, became
inc r e a s i n g l y  pronounced.
The Hippolytus of Euripides e s t ablished the plot, and 
major charac t e r s  (Hippolytus, Theseus and Phaedra) that 
were to remain e s s e n t i a l l y  unc h a n g e d  in tragedy for five 
centuries, until the Phaedra of Seneca in the first 
century A .D . Acc o r d i n g  to Pausanius, writing in the second 
century A.P., the original oral legend describes 
H ippol y t u s  as a chaste young man of perfect purity, iir.rur.t 
to the attractions of women, devoted to the virgin goddess 
Artemis. This goddess was associated with hunting an d 
other athletic pursuits, in which Hippolytus excelled.
(II . 311 . i Th e c o r t of t h e action is the s a c r in e v c-: y 
v e- r s i r. r-f the myth., ancier.* and modern : ir. the abt*.-;,; . < •;
hit father' Theseus, H i p p c 1 y t u s is accused c f rating hit 
young stepmother Phaedra, who is possessed ty a n 
irresistible passion for him and tc-com.es enraged by his 
rejection of her Icvt . When Theseus returns, he is so 
angered by the suppose! outrage committed t y his sen 1 1. at 
he hastily banishes Hippolytus and calls upon his father. 
Poseidon, to send a sea monster to destroy Hippolytus, w h : 
is dashed to death by his frightened horses as he rides 
along the- coast in his chariot. Ancient accounts agree or. 
all but the minor details, such as whether the sea-monster 
took the form of a bull or a serpent.
A n c i a  does not appear until around the birth o 
Christ, in book VII of Vergil's A ene i d (verses 7 6 1 - 7 6 9 1 in 
which sht is the eponymous n y r p>h of the place in Italy
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wh ere A r t emis hides Hippolytus, after he has been 
r e s u r r e c t e d  and h ealed by Ask l e p i o s  (the god of healing). 
Acc o r d i n g  to Vergil, Aricia bore a son to Hippolytus, 
named Virbius. This c o ntradicts the chaste image of 
Hippolytus, found in the Greek version of the myth. Racine 
justifies his int r o d u c t i o n  of Aricie as a major character 
of the tragedy, by citing this passage of the A e n e i d , even 
though he adds so much to her character and importance ir. 
the plot, that she becomes a purely original creation. Ir. 
his preface to Phedre (see bibliography) Racine justifies 
his invention of Aricie at great length. He seeks to m a k - 
Hipfclyte more hums.", by giving him a weakness: his lev-
for Aricie, who is the only survivor cf a family who ar< 
the mortal enemies cf Theseus. Hippolytus cannot help- 
loving her even though this offends his father. As long as 
Rarir.e uses classical sources, he is free to elaborate 
upon this foundation:
"Cette Aricie n'est point ur, personnage de men 
i n v e n t i o n .Virgile dit q u ’Hippolyte l'£pousa et en eut 
ur. fils. apr£s qu'Esculape 1 ' eut ressucitf . " (Phedre 
pr ef ace . )
f"I did not invent this character, Aricia. Vergil 
says that Hippolytus married her and had a son by her, 
after A e s c u l a p i u s  had brought him, (Hippolytus) back to 
l i f e . * * ]
Four characters rerain unchanged in all dramatic
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versions: Theseus, Hippolytus, Phaedra and the nurse, but
all four assume roles of d i f f e ri ng  importance and 
function, as will be seen below. Racine alone has no 
chorus, but P e llegrin makes more use of the chorus than 
the other three authors. The t r aged i e en mus i qu e assigns 
several different roles to the chorus, which contributes 
s i gn if ic an tl y to the grand and epic quality of the opera. 
While this use of the chorus can be seen as a return tc 
classical convention, it is merely incidental, since the 
operatic chorus is a modern creation that, while 
fulfilling many of the dramatic functions of the classical 
choi us , also plays an important role ir. the musical 
c o m position . Ever, if ancient Greek tragedy had a musical 
a c c c m p. anin e n t (as suggested by the influential circle cf 
Italian s i x t e e n th-century humanists anc scholars, known as 
the Cam.erata. 1, 7), it would almost certainly have been
far mere rudimentary and less sophisticated than the 
musical element of the traoedle en musioue which, unlike 
c on t e m p o r a r y  non- lyric tragedy, could not exist without a 
c h o r u s .
Of all the dramatic versions of the Hippolytus myth, 
only the opera lays emphasis on the positive and joyful 
aspects of human love, on virtue rewarded and evil 
punished, and in a belief that the virtuous can trust 
their emotions and instincts to lead them to salvation. 
This is Pellegrin's greatest innovation, since it changer 
the nature of the myth throughout, giving it a Christian,
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rather than an ancient, p o l y t h e i s t i c  ethos. E u r i p i d e s , 
Seneca and Racine all p o r tray the destructive, tragic 
n a t u r e  of passion, in dif f e r e n t  ways, as a comparison of 
plot s u m m a r i e s  shows (appendix II).
Whil e Pe l l e g r i n  is influe n c e d  by Racine, most of his 
l ibretto  is original, d e a ling with aspects of the myth
h i t h e r t o  unused in drama. The prologue is mythological, 
in that it concerns Jupiter and Diana, but the most
i mportant deity is Love, not the vengeful and cruel 
A p h r o d i t e  of Euripides, or the equally implaccable Venus 
of Seneca and Racine, but a gentle and beloved deity, who 
brings p l e a s u r e  and joy: the symbol of the era of
Pellegrin. A l t h o u g h  eighteenth century in sentiment, the 
prol o g u e  is taken from the Greek bucolic poet Theocritus  
(c.310 -250 B.C.). In the absence of an edition of
T h e o c r i t u s ' s  works, Pellegrin, in his preface to Hippolvte 
A r i c i e , quotes the Italian humanist scholar, Natalis 
Comes (c.1 5 2 0 - c .1582), author of a Treatise on M y t h o l o g y . 
P e l l e g r i n  is still obliged to give classics? references 
for any n e w  m a t e r i a l , but opera was soon to break away
from these constraints.
Instead of the tragic combat between two proud 
goddesses. Aph r o d i t e  and Artemis, in which mortals are 
pawns, as in Euripides, P e l l e g r i n ’s prologue presents an 
allegory, in w h i c h  all powers, divine and mortal, must 
submit to the pleasures of love. Even Jupiter, the king of
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Olympus, must bow to the dictates of Love, decreed by 
Fate, because love is an undeniable element of human 
nature in every soul. Even the chaste followers of Diane 
are permitted one day every year on which they are free 
to fo]low the promptings of love. Diane tries to reverse 
this decree, but she is powerless. This prologue is an 
allegorical statement, which departs radically from all 
previous dramatic versions of the myth of Hippolytus, 
ancient or modern. Pellegrin's audiences were familiar 
with Racine s P h e d r e , in which the unacceptable love of 
Phedre is portrayed as a destructive, tragic force, 
bringing suffering, over which the legitimate love of 
Hippolyte and Aricie cannot prevail. Pellegrin presents 
the same myth, in which love is still an irresistible 
power, but one full of delight and blessedness.
Pellegrin's first act is also innovative. Aricie is 
borrowed from Racine, but unlike Racine, Pellegrin begins 
the action with Aricie. in an episode of his own 
invention. Aricie is being forced by the jealous Phedre, 
to consecrate herself to the chaste order of the
priestesses of Diane. Racine and Seneca have no immortal 
characters on stage and Euripides uses them only in the
very beginning and as a "deus ex machine*' at the end of
his tragedy, to create a frame to the mortal drama. 
Pellegrin however, uses divine and infernal beings 
throughout his libretto; his list of characters includes 
as many immortals as mortals. Music encourages the
62
Imagination, creating ideas and images that enable the 
l i b r e t t i s t  to create more s p e c t a c u l a r  and exotic visual 
images to c o m p l e m e n t  them.
This is e s p e c i a l l y  true in Act II, w h i c h  is set 
e n t i r e l y  in Hades and, as such, is without precedent. 
Plutarch, quoted by Racine, includes the story of Theseus 
in his L i v e s , in w h i c h  he mentions how Theseus and
P i r i t h o u s  went to abduct Persep h o n e  (Proserpina) from
Hades, but Plutarch is concerned with d e s c r i b i n g  Theseus 
as an historical rather than a myth o l o g i c a l  figure, so 
that his d e s c r i p t i o n  of supernatural episodes of the myth 
are brief, ambiguous and d e - e m p h a s i s e d . However Pellegrin. 
like Racine, uses classical sources as the basis of his
plot, on which he elaborates imaginatively. Act II of
H i p p o l v t e  et Aricie is v i s u a l l y  and aurally stimulating. 
It b e g i n s  with Theseus being harassed by the Fury, 
T i s i p h o n e  and includes a chorus of demons and a dramatic 
c o n f l i c t  w i t h  Pluton, the lord of the Underworld. Through 
scenic effects, machines, dance, music, and the libretto, 
the a u d i e n c e  is p r e s e n t e d  with a world of fantasy. After 
the first scene w i t h  Tisiphone, demons appear to avenge 
Pluton, t h r e a t e n i n g  Thesee with various unspe a k a b l e  
t o r m e n t s . The d e m o n s , d r essed in black and colours 
s i m u l a t i n g  flames, with t e r r ifying masks, excecute wild 
d a n c e s  until Pluton himself arrives, to pass sentence. In 
k e e p i n g  with his severe nature as king of the Underworld,
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Pluton refuses to set Thesee free. Thesee calls upon his 
father Neptune, to grant one of his promised three wishes, 
by d e l i v e r i n g  him from Pluton, upon which M e r c u r e , the 
mes s e n g e r  of the gods flies down, with a command fron 
Jupiter, for his brothers, Pluton and Neptune to make 
peace, for the sake of harmony on Olym.pus. Thesee is
r e l ucta ntly freed, but not before the three Fates have
told him that his fate at home will be worse than in the 
Underworld. Plutarch furnishes a mere outline cf the plot, 
upon which Pellegrin elaborates, making full use of the 
operatic mediu" to create an exotic and exciting spectacle 
that will permit R a m e a u ' s  m u s i c  to explore an extensive 
r a n g e  cf f e e l i n g  a n d  imagination.
Act III is m o re c or, vf-:.' ci.al i n that i * foil ows
Pacir.e , Euripides, and Seneca more closely. However .
Pellegrin makes significant changes in the action, which, 
alter the dynamics between the characters. H 1 p p c 1 y 1 1 has 
lost all traces, of misogyny and a 1 i f devoted 
chastity. The Hippolyte of P a n n e ,  unlike his Greek and 
Roman counterparts, is not immune to the charms of women, 
but is fighting agairist the increasingly powerful force of 
first love. which alarms and perturbs him.. In Act I of 
P h e d r e , Hippolyte tells his tutor and confidant Thera mere, 
that he is leaving hon,e to search for Thesee, but admits 
that he is also fleeing from his love for Aricie. The 
H ip p o l y t e  of Pellegrin openly declares his love to
Aricie and they both derive strength ar, d happiness fic.
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that love. Ther e is no guilt, no adolescent soul 
searching: the major problem, as in all the tragic operas
of Rameau, is how the hero and heroine can overcome, or 
dispose of the obstacles to their happi ne s s . The Hi p p o 1y t e
of Pellegrin is the culmination of the develop rent (which 
beg-:: w 1 th Robert Garnier 's H i p n - 1 y t e of 1 c 3 ' away ft
tht clasi, :.nl model of Euripides and Seneca.
The scene in Act III. in whirl, the rejected Phti: i 
Seizes H i p p o l y t e 's sword and begs him to kill her, s 
given an original twist by Pellegrin. Whereas in Ser. era 
and Racine, the sword is found on the ground by the nurs^ 
who u s f ■r i * as rircurstai.t i al tv -.deT/ e to a r tvf,, 
H i p p o 1 y * s f a 1 s c ' y . F r 1 1 e a r i n has Th e s e e ret u r r. f r - hi r
t r avr- I s at t hi e j : tfist m o m e n t w her. H i ppol y t e is tryi n g t <r
wrest his sword away from Phedre, who intends to kill 
hersi'l f with it. They both Set- Thesee and instead t■ f 
greeting hir leave hir alone, to misconstrue wha* he has
n r. t :. as a r; a t t e r p * e d rape at s w c r d point . This is
drar a t i c a l l y  effective, because it allows Thesee tc St., 
the cviderct h i m s e I f , rather thar, relying on the test irony 
of the r. t s, . Hippolyte had a b 1 a ~, e I e s s reputation and 
Thesee would have found it difficult to disregard that , 
unless he had the direct testimony of his own eyes. 
Pellegrin states in his preface that previous dramatic 
versions of the myth, including R a c i n e ’s, are d r a m a t i c a 11y 
ineffective, in that they do not give Thesee sufficn-r.t
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m ot iv a t i o n  for the destr u c t i o n  of his son.
Pellegrin further develops the character of Thesee by 
examining his anguish and doubt. He is torn between his 
love of his son and his need to punish the serious crime 
that he believes has been committed by that son. A chorus 
of sailors and citizens arrive at this point to celebrate 
his return. Their joy emphasizes the irony of Thesee's 
situation, and also prevents him from, further
interrogating Hipp-Iyte. Pel legr ir, makes use of this 
divertissement (wit hi which the tragic operas wer^ 
regularly punctua t ed ■ not merely as an excuse for sing: r. g
and d a n c i n g . b u t a 1 s t. t o e p ' c the- inner’ conflict r f
These i- . T h e n e has r. •• d : r e c * e v a de n " > ■ in the o t h ■: i
tragedies on wh i ch t : c c n 1 e;• n Hi ppo 1 y t e ; Fe 1 1 egr i n ’ s
c or. c e r r. : e t c make T h e s t e. ' s motiva t i o n  for his acticr.r 
strong enough to render t 1.:s crucial episode dramatically 
compelling ar,d btdievahh. . Fe 1 1 egr i n aci:t-ves this, net s 
much out of a concern for conventional, neo-classical 
v e r i s i m i l i t u d e  (which he obviously considered uniir.por tar ‘ 
ir. Ac* II in H a d e s ’ hut because h e wishes t. r strength^!, 
the impact of the tragic events which follow the action: 
of Thesee, to which; he has given strong motivation. The 
causal Sequence of events. credible and rational in n e o ­
classical terms, integrates supernatural and incredible 
elements. This is an e x a m p 1e of the way in which opera 
combines classical material with a new style of its o w n , 
raking it an e r 1 e o t j ' , developing gt-nre, in contrast t
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the more rig i d  genre of n e o - c l a s s i c a l  t r a g e d y .
In Act IV, Pel l e g r i n  increases the h e r o i s m  of 
H i p p o l y t e  by having him go offstage to engage in fatal 
c ombat w i t h  the monster, as in the tragedy of Bidar, in 
o r der to save the others, c h iefly Aricie, from harm. In 
the other t r a g e d i e s , Hip p o l y t e  is the passive victim of 
the monster, d r agged to his death by the terrified horses 
p u l l i n g  his chariot. Also, Pellegrin is the first 
d r a m a t i s t  not to rely on a mes s e n g e r  to report the death 
of H i p p o l y t e  (Act I V ) . He has the chorus describe the 
storm, the monster, and the death of H i p polyte as it takes 
p l ace offstage. The music d e picts a m i g h t y  tempest and 
conflict, as the chorus reflects the tragic events. This 
is an epis ode in whi ch Pellegrin has exploited the 
re s o u r c e s  of opera to create immediacy and spectacle, 
very d i f f e r e n t  in nature from the traditional m e s s e n g e r ’s 
report of the dea t h  of Hip p o l y t e  in all the previous 
d r a m a t i c  versions. Pelle g r i n ' s  treatment of the myth is 
modern: the action moves from place to place as it occurs,
and is i n t e r r u p t e d  by dance and choral e p i s o d e s , making  
the traoedie en m u s iaue a flexible genre with more 
f r e e d o m  and v a riety of expres s i o n  than non - l y r i c  tragedy.
The entire action of Act V is original. Firstly, it 
is d i v i d e d  into two separate locations with different 
c h a r a c t e r s  in each. The r e s u r r e c t i o n  of Hip p o l y t e  appears 
in Vergil, in the same p a s sage of book VII of the Aeneid
(verses 761-769} used by Racine to justify his 
introduction of Aricie in to the myth in his P h e d r e . In 
the first half of P e l l e g r i n ’s Act V, ( he uses the terr 
"premier tableau") we see Thesee, following the confession 
and suicide of Phedre, full of remorse for causing the 
death of the innocent Hippolyte. about to drown himself in 
the sea. Pel l e g r i n  develops Thesee as a major tragic 
character in a different way from Euripides, portraying 
him alone and c o ntemplating his own self destructicr, . T h
Thesee of Racine mourns for Hippolyte, but is still 
sufficiently in control to adopt Aricie as his daughter 
ar;d t - ■ make arrangements f or his sort's funeral. The final 
act c. f t h • These u s of S e r. e c  a is t o r evi 1 e Fhaedr a , wh i 1 • 
the Theseus of Euripides takes second p. 1 ace t c Hi ppe 1 y T .. s 
dying in his arms. Pellegrin shows us Thesee consoled t y 
hi is own father Hep tune, who informs him. that the gods 
c c u 1 d not tclei atr the injustice of the death, r f 
Hi ppc 1 y tus , but. that Thesee ' s punishment consists of never 
seeing his son again and sharing his joy. Pellegrin could 
easily havt omitted this tableau and dealt immediately 
with the apotheosis of Hippolyte and Aricie, but his 
che ice to devote half of the final act to Thesee is a  
significant, original d e v elopment of the myth. For the 
first time in dram,a, we see Thesee and his father Neptune 
together. Pellegrin creates a touching scene between 
father and son, while also introducing a supernatural 
element, with a god talking to a mortal, a conn or.
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o c c u r r e n c e  in the tragic operas of R a m e a u  and another 
e x a m p l e  of the way in w h i c h  opera e s t a b l i s h e d  its own 
c o n v e n t i o n s .
The final part of Act V, a l t h o u g h  P e llagrin's most 
s i g n i f i c a n t  innovation, is nevertheless, d e rived from 
classical sources (A e n e i d ) . Hip p o l y t e  and A r i c i e  are
ha p p i l y  r e u n i t e d  and married, H i p p o l y t e  is crowned as the 
king of the followers of Diane and an e l a borate 
d i v e r t i s s e m e n t  concludes the opera. This is the first 
d r a m a t i c  v e r s i o n  of the Hippolytus myth of any 
si g n i f i c a n c e  to conclude joyfully, with Hippolyte
resurrected, e m p h a s i z i n g  love as a positive, rather than a 
negative f o r c e .
Pel l e g r i n  states in his p r eface to Hippolyte et 
A r icje that this myth's potential for spectacle and 
supernatural events make it the perfect subject for opera.
In adapting this familiar myth for opera, Pellegrin
s u c c e s s f u l l y  d e m o n s t r a t e d  that an ancient story can be 
changed, not only in form and content, but also in spirit. 
He integrates it into m o d e r n  French drama, within the 
mo d e r n  genre of opera. Most of the n e o -classical rules are 
a b a n d o n e d  by opera, which creates its own, more adaptable 
convent i o n s .
In order to make his libretto meanin g f u l  to 
c o n t e m p o r a r y  audiences, Pel l e g r i n  adapted an ancient myth, 
in a c c o r d a n c e  with the p r e v a i l i n g  artistic standards of
his era. The central focus on the happy love of Hippolyte 
and A n c i e  , rather than, as in previous dramatic versions 
of the myth, on the destr u c t i v e  love of P h e d r e ; the reward
of virtue; the development of the sentimental aspect of
T h e s t e 's feelings for his son; these are all reflections
cf the reactions of e i g h t e c n t h - c e n t u r y  d r a r • fo the n e o ­
classical age. Other alterations to the dramatic traditicn 
of the myth were made by Pellegrin in response to the
exigenc ies and the* form of French tragic opera, which 
enabled him to d e velop the hitherto largely unexploited 
potential of the spectacular, s'jpernatural , and exc t i
ticcei.ts of the it y t h .
Acc - liir: ; the figures heft 1 y tie- t „ t 1 i t t h ' p.»
Nat i c-na 1 t i r. Pari; i pr e s en t e : i n t h e p r e fate * •- vc 1 ur -
cf the Oeuvres comrletes c f F.arta'.i . L X X - L X X 1 ' , K ̂ pp t 1 r >.
e t Ar l c i e enjoyed a tremendous success in Paris. Over- c
fericd of t h i r *■ y - f e u  : years ^l’7??-!*7'!'7' there w e i e t- .. r
revivals all c f which r a r. (as did the original
production; for the en t i r e season, taking a total of one- 
hundred a r. 1 twenty- three- performances, ar. i m.pr e s s :'■> 
achieve-ent ft.: an opera of * he time. As such, Hippolyte
e t A r i c i e . and the other tragedies en tusiqcc cf Rameau, 
were highly influential in eighteenth- century French 
society as models of the cultural achievement of France,
a nation finally confident enough to create original forrs 
of art, with less and less depend e n c e  on the pseudo- 
classical it:ode 1 s of neo-classicism. In t 1,e c h a p t  - ; s which
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follow, the devel o p m e n t  of the traaedie en m u e i q u e , which 
be g i n s  w i t h  Hip p o l y t e  et Ari c i e  cen be clearly traced.
CHAPTER THREE
CASTOR ET POLLUX 1737 and 1754
P i e r i J o s e p h  B e r n a r d  ( 1 7 0 8 - 1 7 7 5 )  is t h e  f i r s t  w r i t e r ,  
a n c i e n t  or m o d e r n .  to c r e a t e  a d r a m a t i c  w o r k  b a s e d  on 
the G r e e k  m y t h  of C a s t o r  a n d  P o l l u x .  In t h e  a b s e n c e  of a n y 
p r e v i o u s  d r a m a t i c  v e r s i o n s ,  B e r n a r d  w a s  f r e e  to rr.a k e h i s 
l i b r e t t o  as o r i g i n a l  as he w i s h e d ,  b a s i n g  it or* t h e  h e r o i c
f r a t e r n a l  l o v e  of t h e  t w i n  b r o t h e r s ,  C a s t o r  a n d  P r 11 u x . 
Th  e o r i g i n a l  v e r s i c n  of C a s t  or e t Pol I u x d a t e s  free 373'".
For the1 r e v i v a l  c f the o p e r a  in 1754, s i g n i f i c a n t
r e v i s i c r. s t r th« 1 il re-ft^ w e i * m a d e .  l a r g e l y  in a c c o r d a n t  
w i t h  c r i t i c i s m  h e r  the p r e s s  (F.ar ta i  , O e u v r e s  cor.p 1 e h  s 
V I I I ,  p r e f a c e ) .  T h e s e  a l t e r a t i o n  s i n p l c t  an d
cha r a c t er i sa * i or. w . ) be e x a m i n e d  m o r e  f u l l y  b e l o w ,  as
t h e y  providt- v a l u a b l e  i n s i g h t s  into- t h e  f a c t o r s  wh i rh
r c t j  , : j .;,id t ht form, a n d  c o n t e n t  of F r e n c h  t r a g i c  o p e r a .
T h e r e  ar e  rar,y v e  r s i or.s of t h i s  m y t h  in a n c i e n t  
G r e e c e ,  but t h e y  all a g r e e  t 1. a t Casts : a n d  F c 1 1 u x w e i e
t w i n s ,  t h a t  H e l e n  w a s  t h e i r  s i s t e r  an d  t hat t h e i r  m o t h e r
w a s  L e d a ,  w i f e  of F i r m  Tytidareus of S p a r t a .  In t h e  t h i r t y -  
t h i r d  K y r n a t t r i b u t e d  to Homier. b o t h  t h e  b r o t h e r s  a r e  t i. 
i m m o r t a l  s o n s  of Z e u s  b y  L e d a .  T h e y  a r e  stars g u i d i n c
t r a v e l l e r s  and s a i l o r s ,  b u t  in t h e  t h i r d  b o o k  of the I l i a d  
a n d  in t h e  O d y s  s e y (XI, 1 . 2 9 8 )  b o t h  a r e  p o r t r a y e d  as
72
aortal*; Castor is a renowned tamar of borsas and Pollux, 
an invincibla boxar (boxing was an important sport in all 
the Graak {jamas). Thay ara also known as dafandars of 
their baautiful sister Halan; however, after har shameful 
flight to Ilium/Troy with Paris, she laments, in the third 
book of the I l i a d . that her brothers are too ashamed of 
bar to join the Greek forces in har rescue. Apollodorus 
tells (X, 5-7) how Theseus abducted Helen and how Castor
and Pollux rescued har, taking Aethra, the mother of 
Theseus, captive. The only appearance of the Dioscuri 
(another name for the twins, meaning "sons of the god") in 
ancient tragedy is at the end of Helen by Euripides, in 
which they sarve as a "deus ex machine" to rescue their 
sister Helen from Theocl y m e n u s , king of Egypt. The twins 
appear in their traditional role as defenders of Helen, 
but solely as divine powers. In hS.1 en the Dioscuri fulfill 
the same purpose as Jupiter in Castor et P o l l u x : to
resolve the action of the play.
Apollodorus also givas us (in the same passage 
quoted above) the version of how Castor and Pollux were 
conceived. used by Barnard, according to which Lada had 
■axual intercourse with har husband Tyndaraus and with 
taus (who assumed the form of a swan) on the same night, 
leading to the birth of Castor, the mortal eon of 
T y n d a r v u s , and Pollux, his immortal twin brother, 
conceived by Zeus.
In the third Pvthi an O d e . written in praise of Theaus
of A r g o s  (winner in the Pythian games of the w r estling 
contest) around 463 B.C. , Pindar des c r i b e s  the cosibat of 
C a s t o r  and Pollux against the b r o t h e r s  Idas and L y n c e u s , 
w h i c h  inspired Bernard's libretto. Castor and Pollux, 
whi l e  a t t e m p t i n g  to steal the oxen of Idas, were attacked 
by Idas and Lynceus. Idas inflicted a mortal wound on 
Castor, w h e r e u p o n  Pollux killed Lynceus and Zeus struck 
down Idas. Pollux then implored his father Zeus to let him 
die with his brother. Zeus gave Pollux the choice, either 
to live forever as a god on O l y mpus but to allow Castor to 
perish, or to share his immortal life with Castor, dying 
and bei ng resur r e c t e d  together every other day. P. 
D e c h a r m e , in i-a M v t h o l o g i e  de la Grece antique (606) , 
interprets this sharing of one immortal life by two 
brothers as an allegory of the sun and the moon: the sun
is Pollux, gi v i n g  way to Castor (the moon) every night. 
C o n v i n c i n g  as this theory may seem, it conflicts with the 
r ef e r e n c e  in Homer's H y m n , m e n t i o n e d  above and with 
a st r o n o m y  g e n e r a l l y , acc o r d i n g  to which the twins are 
identi f i e d  s p e c i f i c a l l y  as two stars in the constellation 
of Gemini. Decharme's i d e n t i f i c a t i o n  is further weakened 
by the t r a d i t i o n  which associ a t e s  Castor and not Pollux 
w i t h  the sun, as in Pindar's fifth Pythian Ode in praise 
of Aicesilas, winner of the chariot race of 462 B.C., who 
is c o m p a r e d  to Castor (the sun) in his gol d e n  chariot. 
Even twc of the sources quoted above, attrib u t e d  to the
same author ( H o m e r ) , do not agree aa to whether the twins 
were mortal or i m m o r t a l , but these d e tails are relatively  
unimportant: it is not even known w h e t h e r  Homer himself
existed, or w h ether the works a t t r i b u t e d  to him all derive 
from the same source, since the evidence we possess from 
the M y c e n a e a n  age, over seven h u ndred years before the 
bir t h  cf Christ, is too frag m e n t a r y  and incomplete.
The names of the two main female characters (Tela'ire 
and Phebe} in Castor et Pollux are, with alight 
alteration, a s s o c i a t e d  with the twins in antiquity. 
A p o l l o d o r u s  (X,3.) tells how the daughters of Leucippus, 
H i l a i r a  and Phebe (yet another a s sociation with the sun) 
were carried off and wedded by the Dioscuri. This version 
of the tale ends with Zeus p e r m i t t i n g  the brothers both to 
live e t e r n a l l y  amongst m o r tals and amongst the gods on 
alternate days. This v e r sion h a p pily reconciles the 
episodes in Homer in which the twins are both mortal and 
immortal. A p o l l o d o r u s  suggests that Phoebe and Hilaira 
were the brides of Idas and Lynceus, abducted from their 
w e d d i n g  feast by Castor and Pollux, who, as cousins of the 
bridegrooms, had been invited as guests. Bernard's first 
libretto (1737) is similar to A p o l l o d o r u s  in that the 
couples are the same: Tela'ire loves Castor and Phebe is in 
love with Pollux, who loves T e l a i r e  in vain. In the 1754 
v e r s i o n  of Castor et P o l l u x . both the brothers still love 
Telalre, and she still prefers Castor, but Phebe is in 
love with Castor also, who has abandoned her for Tela'ire.
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B e r n a r d  has taken the names, s e t ting (Sparta) and 
s i t u a t i o n s  from antiquity and very little else, since he 
c r eates a story of his own, which c l early belongs to the 
e i g h t e e n t h  century. Prosper Jolyot de Cre b i l l o n  <1674- 
1762) in the p r e face to his tragedy Electre (2} states 
that even though the Greeks did not deal with plots based 
on love in their tragedies, they most certainly would have 
done so, had they lived in e i g h t e e n t h - c e n t u r y  France. He 
goes further, claiming that the guilty love his Electre 
feels, d e s p i t e  herself, for the son of her f a t h e r ’s 
m u r d e r e r  ( A e g i s t h u s ) , makes her more i n t eresting and 
co n v i n c i n g  than the Electras of A e s c h y l u s , S o p h o c l e s , or 
Euripides. Cre b i l l o n  d e p l o r e s  the French w o rship of 
antiquity, i r o n i c a l l y  s u g g e s t i n g  that the classical cult 
amongst his contem p o r a r i e s  lacks only priests and 
sacrificial victims. Voltaire, w r i ting in 1731, remarks 
that it wou l d  be impossible to write a successful tragedy 
in Paris or London, without love as an important element 
of the plot (Discours sur la traaedie II, 323). The love 
of Castor and Pollux for Telaire, introduced by Bernard as 
the pivotal t e n sion of his libretto, is an addition to the 
ancient m y t h s .
N o w h e r e  is the d i f f e r e n c e  between the r e a l i t y  of 
an cient G r e e c e  and the m o d e r n  drama d e r i v e d  from it more 
a pparent  than in Castor et P o l l u x . Castor and Pollux are 
twin b r o t h e r s  who make a supreme sacrifice for each other
7 6
in the name of fraternal love. Ber n a r d ' s  libretto presents 
an idealised, imaginary concept of ancient Greece, in 
wh ich the o u t w a r d  m a n i f e s t a t i o n s  of ant i q u i t y  serve merely 
to frame a work of e i g h t e e n t h -  c e ntury sentiment and 
morality. By ancient standards, Pollux is a hero, because 
he is a son of Z e u s : Castor, b e cause he is u n r i v a l l e d  as a 
w a r r i o r  { Theocritus. I d v l 1 XXIV, 1.127). Such exploits as 
the s t e a l i n g  of cattle and the abduction of wom e n  were 
p r a i s e w o r t h y  evidence of v i r i l i t y  and a conquering  
temperament, hi g h l y  valued in a pr i m i t i v e  society without 
s o p h i s t i c a t e d  systems of law and justice. The rape of the 
dau g h t e r s  of Leucippus was an heroic feat, c o m m emorated by 
monuments, such as the statue at Messene, d e s c r i b e d  by 
Pausanius in his D e s c r i p t i o n  of Greece (IV,31,9), which 
depicts the Dioscuri carrying off Hilaira and Phebe. Zeus 
in the a n cient s t o r i e s , is only con c e r n e d  with helping his 
son and kills Idas in the dispute over cattle, mentioned  
above. T h e  Zeus of Bernard, concerned with justice, 
displays C h r i s t i a n  virtues of be n i g n i t y  and compassion, 
r e w a r d i n g  the twins with honour and immortality, because 
of their v i r t u o u s  love and self sacrifice.
The d i f f e r e n c e  between the values of ancient Sparta 
end e i g h t e e n t h - c e n t u r y  France is obvious throughout the 
opera as, for example, in the attitude toward war and 
vengeance. P o l l u x  kills Lynceus, who killed Castor, and 
this is his duty acc o r d i n g  to ancient morality. In 
Ber n a r d ' s  opera the victorious warriors are ashamed that
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they have been compelled to kill their enemies, a reaction 
not a p p r o p r i a t e  to an ancient, p r e - C h r i s t i a n  society. In 
C a s t or e t Pol 1ux (Act I, 1737./ Act II, 1754.) the 
v i c t o r i o u s Pollux is w e l c o m e d  home with these words:
"C1 '-it-- 1 ' Enfer a p plaudisse / A ce nouveau re vers
Ou ’ unr- orhr pi aint :vt- en jouisse
Le cri de la vengeance est celui des enters. "
["May Hell a p p ] a u d  tins new feat
Ar*d p l a i n t i v e  s p i r i t s  r e j o i c e
T h e  rry cf v e n g e a n c e  is the cry of the U n d e r w o r l d . ” ]
Tnt e r ; :. c . s is t he sinister aspe c t of vengeance
who:!. is seer as a u n p l e a s a n t  duty rather than an h e r i o  
a r h : e v >-■ e n r .
T h e  h e r c e s  w h o  irurder , p l u n d e r , a n d  r a p e  in tIn­
a n e  i e r, f l e g e n d s  are t r a n s f e r r e d  b y  B e r n a r d  i n t o  n c L l e  .
s e n s i t i v e ,  C h r i s t i a n  h e r o e s .  In the 1 ~ 3 7 v e r s i o n ,  P o l l u x  
avtrgt-: C a s t o r ’s d e a h t  a n d  a s k s  T e l a l r e  f c r he r  h and. t ̂  *
s h e  is s: ir, l o v e  w i t h  Casts, r t hat sh e  p e r s u a d e s  P o l l u x  to
g i v e  up h i s  i r r c r t a l i t y  to b r i n g  C a s t o r  t a c k  to l ift. 
P o l l u x  a g r e e s  h* u.oo h e  s e e s  h i s  b r o t h e r ' s  h a p p i n e s s  w i t h  
T e l a l r e  as the g r e a t e s t  of all j oys. C a s t o r ,  h o w e v e r ,  
a l t h o u g h  u n h a p p y  ir: E l y s i u m  (a p a r a d i s e .  inferior- to t h ►. 
i m m o r t a l  b l i s s  of Olym.pus, r e s e r v e d  for m o r t a l  h e r o e s )  fc: 
l a c k  of h i s  b e l o v e d  Tela'ire, r e f u s e s  to accept h i s  
b r o t h e r ' s  s a c r i f i c e .  T h e  i m p a s s e  is r e s o l v e d  by J u p i t e r  
w h o  m a k e s  b o t h  b r o t h e r s  iirnortal as w e l l  as Tela'ire, sin;:*
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C astor cannot be happy, even on Olympus, without her.
The central tension in this opera is b e t w e e n  the 
d e s i r e  to m a r r y  the ideal woman and the wish to sacrifice 
o n e 's own hap p i n e s s  for the h a p p i n e s s  of a b r o t h e r . 
B e r n a r d  m a kes the sacrifice of Pollux more complex than in 
ancient s o urces of the myth, in which he has to choose 
onl y be tween keeping his i minor t ality and all owing his 
brother to die, or sharing his i m mortality and Castor's 
m o r t a l i t y  in equal parts. The Pollux of Bernard has to 
choose, f i r stly between giving up his i m mortality and life 
totally to Castor, thereby also giving him Telaire, whom 
Pollux loves himself, and secondly, between his love of 
his brother and his love of Telaiie. Whichever choice he 
makes, Po l l u x  must suffer the loss of someone dear to him. 
This is a truly tragic quandary, ex p r e s s e d  eloquently in 
the aria with which Pollux opens Act II (1737): he is
about to ask his father Jupiter, to allow him to die,
thereby giving his immortality to Castor, but he cannot 
bear the thought of never seeing T e l aire again, even
though she has love only for Castor:
" N a t u r e , a m o u r , qui partagez mon coeur 
Qui de vous sera 1e v a i n q u e u r ?
De J u piter ici mon destin va dependre
L ’amitie brule d'obtenir
Ce que 1 ' amour fremit d * e n t endre."
["Fraternal and romantic love, that divide my heart 
Whi ch of you will be vi c tor i ous ?
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N o w  my d e s t i n y  is in the hands of Jupiter 
F r i e n d s h i p  a r d e n t l y  d e s ires to obtain 
What love trembles to hear."]
This aria is not included in the 1754 version, in which 
the choice of Pollux, although e s s e n t i a l l y  the same, is 
a l t e r e d  somewhat, in that he has already given T e laire to 
Castor in Act I, even though he was on the point of 
m a r r y i n g  her himself. Pollux does this out of true 
g e n e r o s i t y  after spying on the supposed farewell of Castor 
and Telaire, w h i c h  proves to Pollux that the man she truly 
loves is Castor. This noble act is rendered useless by the 
death of Ca s t o r  in battle at the hand of Lincee ( the 
Lynceus of Greek m y t h o l o g y ) , causing Pollux to make the 
s a c r i f i c e  of his own life in exchange for Castor's 
resurrection, w h i c h  will ensure the happiness of Castor 
and Telaire. Act I of the 1737 version begins with the
funeral of Castor, who was bet r o t h e d  to Telaire.
The brothers rival each other in their desire to 
sac r i f i c e  themse l v e s  for each other, each one overcoming 
his de s i r e  to p o ssess Telaire. What makes the sacrifice so 
n ob l e  and heroic is the fact that erotic love is p e rceived
in this opera not only as the source of the most perfect
happiness, but also as the g u i d i n g  force of all human 
endeavour. This concept is illustrated al l e g o r i c a l l y  in 
the p r o l o g u e  of the 1737 version. The first scene
r e p r e s e n t s  the d e s o l a t i o n  caused by war, with the arts
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l a n g u i s h i n g  and dying. In the second scene Venus descends 
from the sky with Mars chained at her feet. Venus then 
r e s t o r e s  peace, h a r mony and all the arts, and the prologue 
ends w i t h  g e n e r a l  rejoicing. In all the revivals of Cast or 
ft Pollux after 1737 the p r o l o g u e  was dropped, indicating 
the g r adual decline of the prologue in tragic opera. The 
prologue, d a t i n g  from the time of Lully, was originally 
cr e ated as an eulogy of Louis XIV, but after his death, 
depri v e d  of its principal function, it continued to exist 
as an o p e r a t i c  convention, until it became outdated and 
obsol e t e  with the d e cline of the baroque taste for 
e l a b o r a t e  allegory. The p r ologues of Rameau all glorify 
love, i n d i c a t i n g  a shift in emphasis since the operas of
L u l l y .
Love, p r a i s e d  as the greatest blessing of mankind, is 
so i m portant in Castor et Pollux that C a s t o r ’s happiness 
on O l y mpus cannot be complete without Tela'ire. In Act IV 
( scenes I and II, 1737; scene IV, 1754) Castor alone in 
E l y s i u m  cannot enjoy the pleasures of his blessed state 
with the other spirits, because he is separated from 
Telaire. This is an extreme idealisation of earthly love, 
which is p e r c e i v e d  as having greater value even than the
bliss of the afterlife. In the tragedies of Crebillon and 
V o l t a i r e  love is an essential element of the plot that 
h u m a n i z e s  the protagonists. In the comedies of Marivaux, 
love is the central subject, explored with subtlety, wit,
and ge n t l e  irony, but in Castor et Pollux we see the
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a p o t h e o s i s  of love, an operatic c e l e b r a t i o n  of and homage 
to human love, both erotic and fraternal, corporeal and 
spiritual. At the end of Act V the stage represents
Ol y m p u s  with all the gods, planets and celestial bodies. 
Ju p i t e r  elevates Castor and Pollux to immortal status in 
r e c o g n i t i o n  of their great love and self-sacrifice, which 
in C h r i s t i a n  terms, is the highest form of s e l f ­
perfect i on :
"A man can have no greater love, than to lay down his
life for his friends." (John 15:13).
T e l a i r e  is made immortal simply because she is
beautiful, and because the happiness of Castor would be
incomplete without her. There is a conflation here of 
C hr i s t i a n  love with erotic love, which is c h a r a cteristic 
of early e i g h t e e n t h - c e n t u r y  sensibility. The Jansenist 
fatalism of Racine and the n e o - c l a s s i c i s t s  is replaced by 
an optimi s t i c  trust of human nature within an ordered
world, in w h ich there are rules and r e lationships on which  
one can depend, rather than in c o m p r e h e n s i b l e  forces which 
de t e r m i n e  human d e s tiny c a p r i c i o u s l y  and s e e mingly at 
random. E i g h t e e n t h - c e n t u r y  tragedy (and drama in general) 
i n c o r p o r a t e s  the concept of a just universe, in which a
benevolent, supreme force (God) consta n t l y  ensures
a p p r o p r i a t e  ^rewards and p u n i s h m e n t s  for human conduct, 
either in this life or the next. The ethos of eighteenth- 
century tragedy thus moves away, not merely from classical
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forma, but also from the p r e - C h r i s t i a n  cultural and 
rel i g i o u s  spirit of ancient Gr e e c e  and Rome. The heroes of 
R a m e a u ' s  tragic operas suffer severe trials. Including 
death, but if they remain true to virtue and justice they 
will r e ceive their just reward. The characters who falter 
and turn to evil to achieve their ends, receive only 
pun i shment and c o n d e m n a t i o n , such as Phebe in Castor e t 
Pollux (1754), who uses s o rcery and treachery in a 
de s p e r a t e  attempt to thwart her rivals and win the object 
of her affection.
The p o p u l a r i t y  of this opera indicates that Bernard's 
a d a p t a t i o n  of this ancient myth dealing with the 
c o n f l i c t i n g  loyalties of friend s h i p  and love, succeeded in 
e x p r e s s i n g  the ideas and feelings of c o n t e mporary  
audiences. Castor et Pollux enjoyed more p e r f o rmances  
(254) than any of Rameau's operas, over a period of forty- 
seven years, during w h ich it was revived seven times 
(Rameau. O e uvres c o m p l e t e s , VIII, p r e f a c e ) . It was chosen 
from all of R a m e a u ’s operas to represent his art in the 
revivals of the 1770s and 1780s and was the only one 
reg u l a r l y  per f o r m e d  at the Opera de Paris b e t w e e n  the 
First and Second Wor l d  Wars.
The p r eface of volume VIII of the Oeuvres completes 
of Ra m e a u  presents excerpts from the corre s p o n d e n c e  of 
Vo l t a i r e  and from the Parisian press, whi c h  indicate that 
the libretto of Bernard was widely p r aised for the 
original choice of subject matter and for the poetic skill
and style of his treatment. The press, claiming to 
rep r e s e n t  pu b l i c  opinion, also called for certain
re v i s i o n s  of the 1737 libretto. B e r nard made the changes 
a s k e d  of him as well as a l t e r a t i o n s  of his own, r e sulting 
in the s i g n i f i c a n t l y  dif f e r e n t  v e r s i o n  of 1754.
The p r o l o g u e  was found off e n s i v e  because of the
unintent i o n a 1 i n d ecency of the line:
"La de e s s e  des arts va s'unir a 1 ’A m o u r ."
["The goddess of the arts will be united to Love.") 
Initially, B e r n a r d  changed the word goddess to god, but
this was inappropriate, since the d e ity in question 
(Minerva) is female. As dis c u s s e d  above, the entire 
prologue was d r o p p e d  after the original produc t i o n  of 
1737, but this created a new problem: the opening scene of
the opera was now the funeral of Castor, which critics
obje c t e d  to on the grounds that the scene was too serious
and gloomy; they demanded a lighter, more expository  
beginning, according to customary practice ( Rameau. 
O e uvres c o m p l e t e s . VIII, X X X ) . Bernard therefore decided
to open the opera with the p r e p a rations for the w e dding of
Pollux to Telaire, which n e c e s s i t a t e d  changes in the plot.
Act I of the original v e rsion begins with a chorus of 
m o u r n i n g  for the dead Castor: " Que tout gemisse" ["Let
all make moan"], a chorus so a d m ired that it was p e rformed  
at the funerals of both Louis XV and Rameau. In the 1754 
version, this scene opens Act II. Act I of the original
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l i b r e t t o  of 1737 continues with Tela'ire' a sister Phebe
(who is in love with Pollux) a t t e m p t i n g  to console her for 
the loss of her b e l o v e d  Castor. Pollux arrives victorious, 
having just slain Lincee (who killed Castor) in battle. 
Pollux, f o r g e t t i n g  his former love for Phebe, declares 
his love to Telaire, who responds by telling him, in the 
name of the love he bears her, to plead with his father 
Jupiter to r e store Castor to life, since she cannot bear 
to live without h i m .
Act 1 of the 1754 v e rsion changes the role of Phebe
c onsiderably. In the o p ening scene she resolves to punish
Castor for jilting her, by h e l p i n g  the leader of the enemy 
forces, Lincee, who loves Telaire and sees this as a 
chance to c a pture her in battle. Phebe is no longer in 
love with Pollux (as in the 1737 version) but with Castor. 
She is no longer the kind sister of 1737, but a character 
full of fury, who betrays her native Sparta in order to 
wreak v e g e a n c e  upon Castor, Pollux, and her own sister, 
Telaire. Phebe introduces an element of mel o d r a m a  into the 
later v e r s i o n  of the opera.
Act I (1754) continues with a touching farewell
b e t w e e n  Castor and Telaire. The m a g n a n i m o u s  Pollux, who 
has been secretly watching them, g ‘ves T e l aire to his 
brother, s u g g e s t i n g  that he m a r r y  her at once, in place of 
him. This is the first noble sac r i f i c e  of Pollux, whose 
g o o d n e s s  is not d i l uted by his heartless r e j e c t i o n  of 
Phebe (as in the 1737 v e r s i o n ) . The divine nature of
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P o l l u x  is r e v e a l e d  by his actions ( or his works, to use a 
store t h e o l o g i c a l  t e r n ) : we see that he is a god, because
like Christ, he is able to nake sacrif i c e s  out of love, of 
w h i c h  nost m e n  are incapable. Pollux, no longer an object 
of the a f f e c t i o n s  of any w o n a n  ( as in the 1737 version) 
differs in this respect from Castor, who is loved by both 
sisters (Phebe and Telaire). Pollux loves Tela'ire in both 
versions, but it is crucial to Bernard's plot that he do 
so, o t h e r w i s e  there wou l d  be no conflict of emotions and 
his sac r i f i c e  would be less d r a m a t i c a l l y  effective.
Act I (1754) ends with a surprise attack by Lincee, 
the offstage death of Castor, and the pursuit of Lincee by 
the avenging Pollux. This offst a g e  battle scene is 
repo r t e d  by those in the palace, watching the fighting
outside. The excitement is m a i n t a i n e d  with Rameau's 
rousing m a rtial music, w h i c h  makes effective use of 
trumpets and drums, brin g i n g  the first act to a climax
with a s t a r t l i n g  reversal.
Act II (1737) begins with the mon o l o g u e  of Pollux
di scussed above, in which he is torn between love for his
b r other and love for Tela'ire, who now appears to tell
Pollux that she can never love him. The next scene is
b e tween P o l l u x  and his father Jupiter, who tries to
d i s s u a d e  his son from giving up the pleasures of Olympus 
by s u r r o u n d i n g  him with beautiful women p e r s o n i f y i n g  the 
joys of immortality; they dance, sing, and crown him with
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g a r l a n d s  of flowers. Pollux r e s o l u t e l y  rejects them, 
c o m p e l l i n g  J u p i t e r  to allow h i m  to go to the Underw o r l d 
and die, gi v i n g  his immor t a l i t y  to Castor. B e r n a r d  changes 
the o r i g i n a l  C r eek myth, w h i c h  has Pollux s h a r i n g  his 
i m m o r t a l i t y  with Castor. The Pollux of Bernard is better 
d e a d  than alive, without the love of Telaire, The 
h a p p i n e s s  he d e s ires belongs to C a s t o r , because Telaire 
loves him, m a k i n g  the s a c r i f i c e  of Pollux the means by
w h i c h  the f u lfillment of love can be accomplished. Pollux
e x p l a i n s  to J u piter (Act II, 1737.):
"11 (Castor) est aime, c'est a lui d ’etre h e u r e u x ."
["He (Castor) is loved, he is fated to know happiness."
We could not be further from the spirit of the original
G r e e k  myth. B e r n a r d  presents us with a hero, who rejects 
life wh en he cannot win the woman he l o v e s . Since she does
not love him, he gives up his life to allow her
f u l f i l l m e n t  with Castor, the man she has c h o s e n , In this 
i d e a l i z a t i o n  of love, there are traces not only of
m e d i a e v a l  c o urtly love, but also of the r o m a n t i c i s m  that 
was to d o m i n a t e  W e s t e r n  Euro p e a n  art in the late
e i g h t e e n t h  and ear l y  ni n e t e e n t h  c e n t u r i e s . No longer can 
the hero abduct and coerce the object of his affections, 
as in the ancient legends; he must hope that his love is 
truly r e c i p r o c a t e d  and if not, he must a l low her to choose 
a n o t h e r  fr e e l y  and respect that choice, d e s pite the
i n tense s u f f e r i n g  of u n r e q u i t e d  love. The lover abnegates 
and s a c r i f i c e s  himself to the greater happiness of the
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b e l o v e d  end is thus powerless to obtain happiness, unless 
he is fated to be chosen by the beloved. Love, rather than 
h um a n  will or reason, is seen as the most reliable arbiter 
of true ha p p i n e s s  in early e i g h t e e n t h  c e n t u r y  art.
Act II of the 1754 version begins with the funeral of
Castor (as in Scene I, Act I of the 1737 version) but
d e p a r t s  radically from the original Act I thereafter.
Instead of trying to comfort her bereaved sister (1737)
Phebe is now a sorceress who tells Telaire that she will
raise C astor from the dead with her magical powers if
T e l a i r e  agrees to allow Phebe to m a rry him. Telaire
agrees, because she would rather have Castor live at any
cost, than never to see him, again. Bernard contrives, in
this way, to show the nobility of Telaire, who agrees to 
sac r i f i c e  the man she loves to her evil sister, so that he 
may live again. Telaire is p r e p a r e d  to suffer the torment 
of knowing that Castor is in the arms of Phebe, but it is 
doubtful whether Castor himself would accept the precious 
gift of life under such terms, since he cannot bear the 
bliss of the Elysian Fields without Telaire, nor will he 
accept eternal happiness with Tela'ire ( even though this 
is what he wants more than a n y t h i n g ) at the cost of his 
b ro t h e r ' s  life. P h £ b e 1s powers later are revealed to be 
ineffective. This is an a n t i - c l i m a x  and a weakness in the 
r e v i s e d  libretto. The dramatic tension in Act IV, 1754, 
r elies on P h e b £ *s magical power to prevent Pollux from
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e n t e r i n g  the U n d e r w o r l d  to rescue Castor. When Mercury  
informs Phebe that her spells are too weak, the affect is 
b a t h e t i c  and Phebe is made to appear foolish, rather than 
a threat to the happiness of Castor and Telaire. After  
Pollux has been guided to his d e s t i n a t i o n  by Mercury, 
Phebe attempts to cast a spell to prevent the return of 
Castor from Elysium, d e s p i t e  the fact that the audience 
now knows that she is u n a b l e  to do so.
Act II (1754) continues with the v i c t orious entry of
Pollux and his rejected d e c l a r a t i o n  of love. He then
agrees to ask Jupiter for the life of Castor at T e l a i r e 's
bidding ( as in the original Act I I ) , but the m e e t i n g  with
Jupiter is p o s t p o n e d  to Act III and replaced with general 
rejoicing of the Spartans at the victory of Pollux, their 
k i ng .
In the 1737 version, Phebe plays a credible role
that contributes to the plot. Act three opens with her
rallying the Spartans to prevent Pollux from entering the 
U nderw o r l d  to save Castor. This is convincing
dramatically, because in this version she loves Pollux and 
so do his people, whom he has just saved from the army of 
Lincee. In the 1754 version, Phebe attempts to overcome
the demons of Hades with her m a g i c a 1 powers in order to
rescue Castor (whom she loves in this version) o n l y  to be 
told by M e r c u r y  that her magic cannot work and that the
gods have d e creed that Pol l u x  shall rescue Castor
instead ( w h ich comes after Act III in which Jupiter had
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done all in his power to prevent Po l l u x  from rescuing 
Castor). In the following scene she conjures up spirits to 
resist the return of Castor, since she cannot benefit from 
his rescue at the hands of Pollux. Thus Bernard rather 
clumsily shows the evil of Phebe, who (in direct contrast 
to Telaire) would rather see Castor dead than happily 
reunited w i t h  her sister. At the end of the original Act 
III, Phebe is a tragic character, who resolves to follow 
Pollux to Hades and end her sorrows with him. The emphasis  
in the 1754 libretto is on sen s a t i o n  and emotional effect, 
at the sac r i f i c e  of the d r a m a t i c  coherence and logical, 
causal action that is more in evidence in the 1737 
version. In the 1754 version, Phebe becomes the villain of 
melodrama, stripped of any sympathetic or pathetic traits 
she may have had in the original version. Pollux, as we 
have seen, is more noble in the later version, and even 
Tela'ire becomes more heroic and self-sacrificing. The 1754 
libretto creates a more p r o n o u n c e d  polarity b e t ween good 
and evil than the 1737 version, in which the characters 
are more dimensional, showing good and evil traits to a 
greater or lesser degree. B e r n a r d ’s desire to teach a 
moral lesson in his 1754 version, has resu l t e d  in an o v e r ­
s i m p l i f i e d  and more clearly d e l i n e a t e d  d e p i c t i o n  of good 
and evil. The musical elements of opera serve to heig h t e n  
the s e n t i m e n t a l i t y  of the plot, w i t h  the result that the 
emotions expressed lose subtlety and become melodramatic.
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Since B e r n a r d  added an extra act to the 1737 
libretto, p r e c e d i n g  the funeral of Castor, he took Acts 
III and IV of the 1737 v e r s i o n  ( w h i c h  take place at the 
e n t r a n c e  to the Underworld, and in E l y s i u m  r e s p e c t i v e l y ) , 
a nd r e w o r k e d  them into one act { Act IV, 1754 ) in order 
to p r e s e r v e  the o b l i g a t o r y  five act structure. The preface 
of volume VIII of the O e uvres C o m pletes of Rameau provides 
a d e t a i l e d  comparison of the plots of both versions of 
Castor et Po l l u x  in parallel columns, revealing minor 
d i f f e r e n c e s  not included in this study. It is useful in 
r e s o l v i n g  con f u s i o n  b e tween plots.
The a l t ered action at the entrance to the Underworld 
in the 1754 libretto, replaced Act III of the 1737 
version. The rest of Act IV of 1754 is almost identical 
to the Act IV of 1737, except that the joyful duet of 
r e u n i o n  b e t ween Castor and Pollux is cut. One possible  
e x p l a n a t i o n  for the omission of such a fine and 
d r a m a t i c a l l y  e f fective aria, is that since Act IV of the 
1754 lib retto incorporates the action of both Act III and 
Act IV from 1737, Bernard may have found it nec e s s a r y  to 
shorten the piece.
The action of the entire Act IV of 1737, which 
b e c o m e s  the second scene of Act IV in the 1754 version, 
takes place in Elysium, where Castor refuses to share the 
h a p p i n e s s  of the b l e ssed spirits, b e c ause of his grief at 
b e i n g  s e p a r a t e d  from Tela'ire (he makes no m e n t i o n  of 
Pollux). Pollux now enters, re a s s u r i n g  the b l essed spirits
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that they have n o t h i n g  to fear from his unexpected, divine 
intrusion. Castor, now p o s s e s s e d  of his b r other's  
immortality, swears by the Styx ( the solemn o a t h  of the 
gods) that he only accepts immor t a l i t y  for one day to be
with Telaire, after w h ich he will return to E l y sium to
share the fate of Pollux.
Castor here makes his supreme sacrifice, but not 
until he has assumed immortality. The s y mbolism is
obvious: great virtue above all reveals the divine nature
of the h u man soul and makes men resemble gods. Castor
makes a compromise: he leaves Pollux in the land of the
dead for one day to see Telaire, pro m i s i n g  to return when 
the day is over. This is effective as drama, because it 
creates suspense: will Castor abandon T e laire after
ta s ting the supreme joys of the love for which he has 
been y e a r n i n g  for so long? Will T e l aire persuade him to 
stay w i t h  her? If Castor stays for more than a day what 
terrible p u n i s h m e n t  will he suffer for breaking the solemn 
oath of the gods, sworn by the river Styx? Act V has to 
r e s o l v e  these questions and reveal w h e ther Castor can make 
the s u preme sacrifice : to give up happiness with Telaire, 
or to share death with his brother. This would be a 
g r e a t e r  s a crifice than the one made by Pollux, who did not 
enjoy T e l a i r e ’s love and was therefore w i l l i n g  to give up 
an u n f u l f i l l e d  life, even though it was immortal. Castor's 
s a c r i f i c e  would be the ultim a t e  test of human goodness: to
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possess e ve ry t h i n g  one desires and to give it up with no 
hope of any return.
After Scene I of the 1737 version, which is deleted 
in 1754. Act V is basically the same in both versions, 
except for minor changes in the text to conforn with 
changes in the plot. In the first scene of Act V (173"7) 
Phebe is no longer the tender sister of Act I, but appears 
swearing revenge against T e laire and Castor for causing 
the death of her beloved Pollux. This scene was cut fro- 
the later version, because (apart fron. the fact that Phebe 
loves Castor and not Pol l u x ' Phebe experiences r. :
development of character in the 1754 version ana this 
scene would only be repetitive. At the b e g l u n i n g of t h - 
a'"t^on she is already treacherous, evil, and wrathful, 
whereas in the earlier vers i or, sht is turned fro? trying 
to console her sister Telaire for the loss of Castor, t ■: 
feelings of hatred and revenge against Caster and Te 1 al i 
whose happiness is possible only due to the sacrifice of 
Pollux. However, P h e b e 1s motiva t i o n  is not convincing, 
since Pollux had openly rejected her and declared his lev. 
for Telaire. The actions of Phebe are a weakness in th-
plot in both versions: in the first version, because she
continues to love a man who has spurned her and because 
she hates Telaire and Castor rather than Pollux, who har
hurt her more than the other characters; and in the later
version, because all her magical powers and threats ait 
revealed to be empty, which makes her more of a ludicrous7
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figur e than the serious threat she is supposed to b e .
In Act V of 1754 Phebe does not appear, har fate
being m e r e l y  reported by Pollux. This act is firmly 
focused on the heroic characters; the pathetic and
n egative  strands of the plot, associ a t e d  with Phebe, are 
i n a p p r o p r i a t e  to the joyful cl i m a x  of Bernard's libretto.
The tension of Act V is g r a d u a l l y  increased, first by
Tela'ire, who tries to persuade Castor to break his oath
and stay w i t h  her and then by the chorus of Spartans who
also implore him not to leave them, but to live in bliss, 
beloved by Tela'ire and by his people. Telalre accuses 
Castor of not loving her, and he lingers until the thunder 
of Jupiter heralds the entry of the god, who has come, it 
is assumed, to punish Castor for breaking his oath.
Instead Jupiter releases Castor from. the oath and 
resurrects Pollux, who reli n q u i s h e s  his love for Telaire 
and r epor ts the suicide of Phebe.
The final scene challenges the i 11usionistic skills
of machinists, scene designers, costumers, and
c h o r e o g r a p h e r s  to the limit, as it depicts the 
t r a n s f o r m a t i o n  of Castor, Pollux and Tela'ire into immortal 
stars (in ac c o r d a n c e  with Homer and other sources
m e n t i o n e d  above). They are attended by all the gods of 
Olympus, the planets, stars, and the spirits of love,
c o n c l u d i n g  the opera with an intricate and extended dance 
sequence, a c c o m p a n i e d  by the chorus, orchestra and vocal
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• oloi st s .
Ca s t o r  tries to leave T e l a l r e  and return to Pollux,
but he lingers until the app o i n t e d  time runs out. Castor
has e v e r y  in t e n t i o n  of keeping his promise, but such a
s a c r i f i c e  is c o n s i d e r e d  beyond the limits of what can be
d e m a n d e d  e v e n  of the most virtuous of h e r o e s .
B a r t h ^ l e m y  Christ o p h e  Pagan (1702-1755), only two 
years be f o r e  the first v e rsion of Castor et P o l l u x , l?ad 
f ailed with a sentimental comedy called L ’Am i t i e Rivile de 
1'Amour (1735), in which the hero r e l i n quishes the woman 
he loves out of o b l i g a t i o n s  to a friend. A c cording to 
Ernest B e r n b a u m  in The Drama of Sens i b i 1 i tv (186) , the 
public r e g a r d e d  this subject as unnatural. The play was 
not a success, b e c ause love was felt to be an obligation  
bey o n d  all others, pre c i s e l y  because it usually provokes
stronger emotions than f r i e ndship or any other human
relationships. The powerful emotions gen e r a t e d  by erotic 
love explain its p r e d o m i n a n c e  in s e ntimental drama, in 
w h i c h  feelings and instincts, rather than rational 
thought, are the supreme guides of human behaviour. Love, 
when p e r c e i v e d  as poten t i a l l y  the most el e v a t i n g  and 
v irtuous  of human states, could p r o voke greater idealism, 
belief in h u m a n i t y  and exceptional virtue, than any other 
• n o t i o n .
Ca s t o r  is not c o m promised by his h e s i t a t i o n  between  
e rotic and fraternal love, indeed the very fact that he 
c o n s i d e r s  leaving Telalre at all preserves his heroic
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status. B e r nard does not make the same m i s take as Fagan; 
in Castor et P o l l u x . love is too p o w e r f u l  to be sacrificed 
to any c o n f l i c t i n g  emotion, even friendship. Even the gods 
cannot d e m a n d  such a sacrifice. b e cause love is the 
treasure be y o n d  price, sought by all, but given only to 
the most virtuous.
Phebe, on the other hand, kills herself and she 
deserves this fate (just as Castor, Pollux, and Tela'ire 
d e s e r v e  their reward), b e cause she resorts to evil means 
to force an unnatural love. In the midst of the rapturous 
joy of the conclu s i o n  of Act V, Pollux mentions briefly 
and without emotional or musical embellishment, that Phebe 
has per i shed by her own hand. Bernard does not i nt end the 
audience to feel undue pity for her, rather he creates a 
fully d e v e l o p e d  moral conclusion to the opera: just as the
virtuous are rewarded with eternal glory and joy, the evil 
can only expect misery and d a m n a t i o n . Bernard thus creates 
a complete image of C h r i s t i a n  cosmology.
B e rnard takes this story of ideal love between men, 
which was a l ready of powerful symbolic s i g n i ficance in 
a n t i q u i t y  ( Decharme, 606.) and creates from it an 
artistic e x p r e s s i o n  of the ideal human soul. Castor et 
Pollux suc c e e d e d  in capturing the spirit of an age which 
wa n t e d  to b e lieve in the inherent g o o d n e s s  of m a nkind and 
in a s o c iety based on equality, in w h ich men would be 
r e w a r d e d  for virtue impartially, i r r e s pective of class or
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wealth. It was the refusal of the ruling class to 
relinq u i s h  their unjust p r i v i l eg es  and to rec c y i u , e  the 
merits and talents of those outside their caste that gave 
rise to the French Revolution.
Rameau , Castor e t Poll ux falls between H 1 ppol yte e_t
the sub seq u e n t  operas, b e g in ni ng  with Dardanus (1739) , 
which me rely use obscure names from classical antiquity 
(or ancient Persia in the case of Zoroas t r e ) to form the 
basis of stories that are transformed into eighteenth  
century tales of fantasy, with no concern to remain 
faithful to ancient mythology. Although Bernard creates an 
es s entially original plot, he follows Greek myths which 
deal with the Dioscuri, adding signifi c a n t l y  to them, but 
never ignoring or abandoning them. Later traaedies en 
m u sique p u rposely chose subjects, such as Dardancs, a 
myth o l o g i c a l  ancestor of the house of Troy, or Boreas, the 
Nor t h  wind, (Abar i s ou 1e s B o r e a d e s . 1764. ) about whom
there is little or no material in ancient works, enabling 
the l i br ettists to invent stories without c o n straints from 
classical convention.
Ne o - c l a s s i c a l  authors sought, in general, to remain 
faithful to the spirit of ancient drama, while at the same 
time, to introduce original interpretations of classical 
material that would appeal to c o n t e mporary audiences. In 
the e i g h t e en th  century, there was an increasing tendency
In the development of the tragedies en musique of
whi c h  relied heavily on p r e c e d e n t , and
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to use classical settings in c o n j u n c t i o n  with a modern 
ethos and sensibility. T h e  drama of any age is often 
u n aware of the c o n t e m p o r a r y  limitations it imposes upon 
itself in an effort to make works w r itten for the stage 
relevant and m e a n i n g f u l  to audiences, but there are ideas 
and styles w h i c h  come to dominate the artistic expression  
of any giv e n  time and place that give each one a unique 
identity. This is certainly true of eighte e n t h  century 
France, of which Castor et P o l 1ux is a significant 
artistic testament, not only b e c a u s e  of its popularity, 
but also b e c a u s e  the ideas and the way in which these 
ideas are e x p r e s s e d  raise it above mere entertainment to 
the level of a work of art symb o l i s i n g  the age in which 
it was created. F r i e n d s h i p  between brothers, the central 
theme of the ancient myth, is retained by Bernard, but 
combined w i t h  a new theme of romantic love. The emphasis 
is upon the emotional ecstasy of requited love, so 
idealised and full of exquisite sentiment, that it becomes 
the most p e rfect of human joys, to which all must be 
sacrificed, and for which all must be endured. All the 
crude v i r i l i t y  and br u t a l i t y  of the original Greek legend 
has been s u p p l a n t e d  by a c e l e b r a t i o n  of the most subtle 
and r e fined p l e a s u r e s  of h u man sentiment and spirituality, 
guided, on one hand, by C h r i s t i a n  beliefs, and on the 
other hand, by an optimi s t i c  belief in the intrinsic 
goodness of h u m a n i t y .
CHAPTER FOUR 
DARDANUS 1739 and 1744
"Elektra, daughter of Atlas, had two a o n s , Jasius and 
D a r d a n o s , by Zeus. Now Jasius loved Demeter and, in an 
attempt to defile the goddess, he was killed by a 
thunderbolt. G r ieved at his bro t h e r ' s  death, Dardanos left 
S a m o t h r a c e  and came to the opposite mainland. That country 
was ruled by a king, T e u c e r , son of the river Scamander
and of a nymph, I d a e a . Being w e l c o m e d  by the king and
having r e c e i v e d  a share of the land and the king's 
daughter Batia, he built a city, D a r d a n u s , and when Teucer 
died he called the whole country D a r d a n i a . ”
Thi s passage from A p o l 1odorus ( 3,X I , 12) in the
t r a n s l a t i o n  by J.G. Frazer (see bibliography) is the
source for the libretto of Charles A n toine Le Clerc de la 
Bru t y l e r e  (c .1714-1754) for the traoedie en m u s i a u e ,
D a r d a n u s . Only the names and location remain from
ant i q u i t y  in the operatic version. The Odyssev (V,125 )
has D e meter s e eking Jasius as a lover, but he is still 
struck dead by Zeus, as in A p o l l o d o r u s , who was w r i ting in 
the m i d d l e  of the second century before Christ. There are 
no s u r v i v i n g  works ancient or modern, having Dardanos as a 
m a j o r  p r o t a g o n i s t  and he is m e n t i o n e d  only b r iefly in
ancient works as the founder of the Trojan race. His
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g r a n d s o n  T r o s , had three sons; G a n y m e d e s , abducted by Zeus 
to be the cup b e a r e r  of the gods, because of his 
e x c eptional beauty; A s s a r a k o s , the second born, ancestor 
of A n c h i s e s  and Aeneas; and lastly the eldest Ilos, of 
w hom Priam, Paris, and Hektor are the most renowned 
d e s c e n d a n t s .
A Greek his t o r i a n  of the first century before Christ, 
Diodorus Siculus (V, 47,48) agrees with Apollodorus, as
does Dio n y s i o s  of Ha l i c a r n a s s u s  (fl. c .20 B.C.) who
elaborates upon the journey of Dardanus from his kingdom 
in Arcadia, to Phrygia across the Dardanelles in present 
day Turkey, in the region where Troy was later thought to 
have been built (I. 61). Dardanos with his people, chased
out of A r c a d i a  by a deluge, wandered, forming colonies 
along the way, until they built a city in Phrygia, on land 
given to them by the local ruler, Teucer.
In the same passage quoted above, Dionysios of 
Ha l i c a r n a s s u s  tells how Dardanos married C h r y s e , the 
daughter of Pallas. This is important because her dowry 
included the sacred image of Pallas, the Palladia and 
other sacred symbols which later assure that the city of 
Troy can never be taken while they remain within its 
walls. Dard a n o s  is therefore the p r o t e c t o r  of Troy and a 
figure of religious significance.
Vergil transf o r m s  Dardanus into an Italian deified 
hero. In the Aeneid (VIII, verse 2 0 5 i . ) King Latinus of 
Lat i u m  tells how Dardanus migrated to Samothrace, but that
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he was born and reared in Corythus in Tuscany. As with the
Greek authors, there are no accounts of the life and deeds 
of Dardanus. Vergil's desire to claim Dardanus as the 
Italian ancestor of Aeneas, the mythological founder of
Rome, apart frr- showing us a conscious disregard for 
previous legends also indicates that although Dardar. us 
was an iir.portant ancestral figure, the myths concerning 
him were sufficiently brief and obscure that they could
easily undergo significant altera tier., that better' known 
myths could not.
I r. La Erutuf 's libretto, the only characters who h a v t- 
names taV.tr. fro: the original sources quoted above are
Dardanus and Teucer. T ;. ■ daughter <• f T . nor i ■
specifically named as Batia by bcth Apullodcrus (3, XI, II'1 
and Dionysios of H a licarnassus (I ,6 1 i but La Brueie 
ignores this, giving hie r the name Iphi se . There are two
different cl, ar art ere. in the Met am or phose s of Ovid bonks
IX and XIV bearing the name Ipb i s , but La F : uer e m a y
well have invented the name himself, concerned only that 
his heroine should have a Greek sounding n a r ■e , pleasing to 
the ear.
An tenor is a name taken from the I l i a d , which La 
Bruert- gives to a character entirely of his own creation, 
whose role is that of a neig h b o u r i n g  prince and ally of
Teucer, and the rejected suitor of Iphise. The Antenor cf 
Homer is a wise and respected councillor of the T r o j a n s .
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r e f e r r e d  to "Antenor the wise" (III, 201) b e cause he 
advises the end i n g  of h o s t i l i t i e s  by ret u r n i n g  Helen to
the A r g i v e / G r e e k  forces. For this his life is sp a r e d  by 
the Argives, w h e n  they r a nsack Troy. The ac t i o n  of 
rdanus takes place before the founding of Troy and the 
Antenor of La Br u e r e  bears no r e s e m b l a n c e  to his Homeric 
namesake. He is a w a r like y o ung prince in love with 
Iphise, w h ose father T e u c e r , has p r o m i s e d  her to him in 
marriage. However, to win Iphise, A n tenor must fight with 
the forces of Te u c e r  and win v i c tory over Dardanus.
The other important character invented by La Bruere 
is Ismenor. who is a virtuous m a g i c i a n  with supernatural
p o w e r s . His name resembles that of the river I s m e n u s ,
m e n t i o n e d  by Ovid in the second book of the fietamorphoses 
but a l t h o u g h  the name is classical, Ismenor is more akin 
to Mer l i n  than to any figure in Greek or Roman mythology. 
He is neither a god nor a p r i e s t , but his powers are 
similar to those attrib u t e d  to ancient gods. On the other 
hand Dardanus, son of Zeus, unlike Pollux in Castor and 
P o l l u x . is not immortal and has to rely on the powers of 
Ismenor to save and help him. Dardanus is therefore a 
mortal, w h o s e  virtue and b r a very indicate that he is a son 
of Z e u s .
In H i p p o l v t e  et Aricie Pel l e g r i n  justified every 
change he m a d e  to the m y t h  of H i p p o l y t u s  with r e f e r e n c e s  
to classical authors, taking Ar i c i e  from Vergil via Racine 
and the n u r s e ' s  name, O e n o n e , d i r e c t l y  from Racine. None
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of the charac t e r s  of Pellegrin have names that are not 
d i r e c t l y  c o n n e c t e d  to the ancient sources of his plot. 
B e r n a r d  also, in Castor et P o l l u x . chooses names for 
T e l a i r e  and Phebe that are associ a t e d  closely to legends 
of the Dioscuri, but La Bruere discards many important 
e 1ement s of the anci ent my th concerning D a r d a n u s . Apar t
from i g n o r i n g  the names Batia and Chryse as wives of
Dardanus and creating new names from ancient sources
totally u n c o n n e c t e d  to Dardanus, La Bruere also radically 
alters the salient details of the ancient stories.
All ancient accounts agree that Teucer welcomed 
Dardanus to his k i ngdom and gave him land as well as his
daughter Batia, in marriage. There is no mention of any
hostility b e t w e e n  Dardanus and Teucer, in fact the
contrary is stressed: peace and h a r mony and, following the 
natural death of Teucer, the untroubled reign of Dardanus 
over the entire kingdom. The central tension of La 
B r u e r e ’s l i b r e t t o  is the war b e t ween Teucer and Dardanus.
In loving Dardanus, Iphise suffers the anguish of trying
to conceal her affection for her father's mortal enemy. 
This traaedie en mus i q u e , like the others, introduces a 
central theme of love, which was not present in the 
m y t h o l o g i c a l  sources from which it was drawn. Dardanus and 
Iphise love each other, but the obstacles to the 
fulf i l l m e n t  of that love seem insurmountable. Iphise is 
loved by A n tenor and promised to him by her father, upon
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the v i c t o r i o u s  conclu s i o n  of the war against Dardanus. 
O n l y  the defeat and death of her father can bring Iphise 
and D a r d a n u s  together, p u t t i n g  her in a quandary: either
her father or her b e loved must die at the hand of the
other. La Bruere'a central theme is the conflict between  
filial love and erotic love and the re s o l u t i o n  of the plot 
is a foregone conclu s i o n  in e i g h t e e n t h -  century French 
o p e r a .
Al r e a d y  in the prologue, the allegory is centred on the 
love repre s e n t e d  by Venus, who joins Amour to quell the 
d i s t u r b a n c e s  and strife caused by the turbulent forces of 
Jealousy and his followers amongst the Plaisirs and the
suite of Love, who , now unmole s t e d  and a t p e a c e , all fall
into a deep sleep. The allegory is common in the
eigh teenth century: love which is untroubled or untested 
perishes. The prologue ends with Venus breaking the
fetters of Jealousy to allow him limited activity within 
Cythera, k i ngdom of Love, thus p r e f i g u r i n g  the trials of 
Iphise and Dardanus in the e n suing five acts, but only 
indirectly, since Iphise and Dardanus do not give each 
other cause for jealousy and their love is so ardent and 
pure that it has no need of a d v ersity to keep it alive. 
The p r o l o g u e  is a witty, urbane, and somewhat cynical 
allegory, only loosely related to the rest of the opera. 
Un l i k e  Pe l l e g r i n  (H i p p o l y t e  et A r i c i e ) , La Bruere makes no 
attempt to justify the action of his prologue or any part 
of his libretto with references to classical sources and
10 4
he e n c o u n t e r s  no cr i t i c i s m  on this a c c o u n t .
The p r eface to volume X of the Oeuvres completes of 
R a m e a u  cont a i n s  d e t a i l e d  plot s u m maries of the 1739 and 
1744 versions of Dardanus taken from c o n t e m p o r a r y  editions 
of the P a r i s i a n  society and literary journal, Le Hercure 
de F r a n c e , which d e m o n s t r a t e  how even relati v e l y  minor 
changes in the plot were of interest to c o n t e m p o r a r i e s . 
The 1739 v e r s i o n  was critisized, especi a l l y  for the action 
of Act IV, in which Dardanus sleeps soundly ( d e spite the 
ravages of a m o n s t e r ) , e n t e r t a i n e d  by beautiful dreams sent 
by Venus, whi c h  form a d i v e r t i s s e m e n t  at this point in the 
opera. This scene of the 1739 v e r sion of Act IV was no 
more fantastic or incredible than the prison scene of the 
1744 version which replaces it, in which Ismenor descends 
in a chariot, u n p e r c e i v e d  by the guards, to console 
Dardanus in his cell. Why does Ismenor not free Dardanus, 
e x t r i c a t i n g  him from captivity as he soars aloft in his 
chariot, instead of leaving Dardanus there to languish? It 
was not a q u e s t i o n  of r e a l i s m  or lack of it, but of 
d i f f e r i n g  concepts of illusion. The 1739 Act IV demands a 
greater s u s p e n s i o n  of disbelief. It includes a combat with 
an offstage sea monster, the r e p r e s e n t a t i o n  of dreams 
under the d i r e c t i o n  of Venus, and an illusion of darkness 
in w h i c h  Dard a n u s  recognises A n t e n o r  but Antenor cannot 
r e cognise Dardanus, d e spite their p r o x i m i t y  and extended  
dialogue. In the 1744 version, the audience is asked to
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b e lieve that only one character, Iimenor the magician, can 
t r a nscen d reality. This is still a fantastic illusion, but 
it is now limited to one character. Ismenor brings 
illusion and magic in to an e s s e n t i a l l y  realistic prison 
scene in the 1744 version.
The p r e f a c e  of volume X of the Oeuvres completes of 
Rameau outlines the diffe r e n c e s  in scores and libretti of 
at least seven different versions of Dardanus b e t w e e n  1739 
and 1771, inc l u d i n g  three (1760, 1768 and 1771) written
aft~r the death of La Bruere in 1754 ( Rameau died in
1764). The 1744 vers ion alters the plot of the o r i g i n a 1
1739 v e rsion significantly, while all subsequent versions 
retain the 1744 version with only minor alterations, 
except that the 1760 and 1768 versions dispense with the 
p r o l o g u e .
Acts I and II are b a s ically the same in both the 1739 
and the 1744 libretti. Act I begins with a monologue for 
Iphise, surrou n d e d  by the tombs of her ancestors, in which 
she laments her guilty love for Dardanus, her f a t h e r ’s
enemy. I m mediately the audience can sympathise with the
pure and beautiful h e r o i n e , b e c ause she cannot help loving 
Dardanus. Her situation seems hopeless, as her father 
Teucer tells her to prepare for her imminent marriage with 
Antenor, who is received in d i f f e r e n t l y  by Iphise, as he 
swears to a sacred oath of alliance with Teucer. The act 
c oncludes with a divert i s s e m e n t  in which the Phrygian 
subjects of Teucer joyfully c e l ebrate their anticipated
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v i c t o r y  over D a r d a n u s . La Bruere here makes use of a theme 
a s s o c i a t e d  more with ancient comedy and the comedies of
Moliere, than w i t h  tragedy: that of the young w o m a n  being
forced to m a r r y  a man she does not love. The setting of 
Dardanus is classical and tragic in the traditional
sense, in that the characters are of noble or royal status
and the action takes place in ancient Phrygia, but the 
classical themes of honour, duty, political power,
patriotism, and family loyalty are all s u b o r d i n a t e  to the
love of Iphise and Dardanus. The a u d i e n c e ’s primary  
concern is to see the lovers happily united, rather than 
to examine the loyalty of Iphise to her father and 
c o u n t r y .
Act II introduces Ismenor the magician, who warns 
Dardanus of the danger in his attempt to v a n q u i s h  Teucer
and Antenor, Dardanus replies that to win Iphise he would
face any danger and would rather die than live without 
her. Love, as in Hip p o l v t e  et Ari c i e  and Castor et P o l l u x , 
is worth every sacrifice, being the greatest prize the 
hero can win. Dardanus is in anguish without Iphise, as 
she is without him. T h e y  are romantic characters whose 
mutual love alone gives m e aning to their lives. The 
heroes and heroines of the tragedie en musiaue 1 ive in a 
w o r l d  where the ultimate r e ality of the human soul is 
r e v e a l e d  by the intense emotions of love that lead the 
individual to a mystical vision of happiness. This
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h a p p i n e s s  can only be o b t a i n e d  by u n w a v e r i n g  fidelity,
b e l i e f  in the vir t u e  of the beloved, and the courage to 
b ear any trials n e c e s s a r y  to win her/him. Only by single- 
m i n d e d  d e v o t i o n  to the beloved, to the exc l u s i o n  of all 
else, is the lover deemed wor t h y  of the supreme bliss of 
mutual love.
Ismenor consults the powers of the U n d e r w o r l d  to help 
Dardanus, but this does not taint his goodness in the eyes 
of La Bruere. Phebe, in both versions of Castor et Pollux 
also d e r i v e s  her power from infernal sources, but she is 
an evil and u n d e s e r v i n g  character who is destroyed, 
w h ereas Ismenor is a force for good, who protects and
helps Da rdanus and ensures his eventual happy reunion with 
Iphise. Ismenor summons demons and g a m s  permission to
t ransfer power from the infernal regions to Dardanus in
Act II and yet, because Ismenor acts u n selfishly in the 
cause of r e q u i t e d  love, his actions are justified. Is La 
Bruere sugges t i ng that any means are justified, 
i r r e s p e c t i v e  of their morality, when they are performed in 
the s e r v i c e  of those who sincerely love one another, or is 
he me r e l y  i n t r o d u c i n g  novel and exotic elements, which 
enable him to increase illusion, purely for the sake of 
e n t e r t a i n m e n t ?
M a g i c  is u s u ally a s s o c i a t e d  with Hell rather than 
H e a v e n  in C h r i s t i a n  soc i e t i e s  and La Bruere relies on the 
i l l u s i o n s  c r e a t e d  by Ismenor for his most original and 
s t r i k i n g  scenes. In scene III of Act I, Ismenor gives
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D a r d a n u s  a m a g i c  w a n d ,  w h i c h  e n a b l e s  h i m  to a s s u m e  the 
a p p e a r a n c e  of I s m e n o r .  A g a i n  w e  s e e  s t o c k  d e v i c e s  of
corr.edy: m i s t a k e n  i d e n t i t y  a n d  d i s g u i s e ,  p u t  t o  s e r v i c e  in
a t r a g i c  s e t t i n g .  A n t e n o r  c o m e s  to c o n s u l t  D a r d a n u s .  
d i s g u i s e u  as I s m e n o r ,  to f i n d  out if I p h i s e  l o v e s  hi-.
T h i s  is m o r e  in p e r t  ant to tur, t h a n  to k n o w  the o u t c o m e  of 
t h e  b a t t l e  in a d v a n c e ,  b e c a u s e  u n l i k e  a n  a n c i e n t  h e r e ,  
A n t e n o r  c o u l d  not. be c o n t e n t  t o  w i n  I p h i s e  as h i s  b i i d t .  
if s h e  d o e s  no t  r e t u r n  h i s  a f f e c t i o n .  T h e  a u d i e n c e  e n j o y s  
t h e  e q u i v o c a t i o n  of D a r d a n u s ,  w h o  t r i e s  to p r e s e r v e  hi s
d i s  c u 1 Ei w h i l e  p e r t u r b e d  by t h e  d i s c o v e r y  that he h a s  a 
r i v a 1 .
Th < n » - * s c c- n «- f u r t h e r  he i cht ns t he t e n s i o n  . m ak i
ur- of the. d i s g u i s e  c. f D a r d a n u s .  A f t e r  the e x i t  c f 
Ar.‘ i-ncr , the t r o u b l e d  I p h i s e  e n t e r s  to c o n s u l t  I s m e n o r .
u n a w a u  that she is t a l k i n g  to her b e l o v e d  D a r d a n _ s .
I p h i s e  askt hir to h e l p  h e r  s u p p r e s s  her l o v e  fcr 
D a r d a n u s ,  w h o  t e l l s  h e r  t h a t  her l o v e  is i m m o r t a l  a n d
g o o d .  T h i s  is a m o m e n t  of d i s c o v e r y  b e t w e e n  tw o  c h a r a c t e r s
w h o  c l u 1 d not m eet. at t h i s  s t a g e  ln t h e  a c t i o n ,  w e r e  it 
n o t  for t h e  d i s g u i s e  of D a r d a n u s .  D a r d a n u s  b e c o m e s  so- 
e n r a p t u r e d  u p o n  d i s c o v e r i n g  t h a t  I p h i s e  l o v e s  hir, that hr 
i n a d v e r t e n t l y  d r o p s  the m a g i c  w a r d  , a b a n d o n i n g  hir
d i s g u i s e ,  to d e c l a r e  h i s  l o v e  to h e r .  I p h i s e  f r i g h t e n e d
a n d  s h o c k e d  at the d e c e p t i o n ,  f l e e s ,  v o w i n g  to p u t  an an d
tc her l o v e  for D a r d a n u s ,  w h i c h  s h e  s t i l l  r e g a r d s  as a:.
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u n a c c e p t a b l e  offence, due to her father's enmity toward 
Dardanus. Dardanus, o v e r j o y e d  to know that she loves him, 
sings the c o n c l u d i n g  ariette of Act I I , in w h i c h  he states 
that w h e ther he lives or dies, he is to be envied by all 
■en b e c ause he has seen Iphise's love for him in her eyes.
It is important to the plot that Dardanus and Iphise 
d i s c o v e r  their true feelings for one another, because 
Iphise must begin to submit to love, which she can only do 
after d i s c o v e r i n g  that D a r d a n u s  loves her. La Bruere could 
have r e v e a l e d  this in an indirect manner, but the 
d i r e c t n e s s  and immediacy of the disguise scene achieves a 
greater d r a m a t i c  effectiveness, because it realises the 
full emotional potential of the m e eting of Dardanus and 
Iphise. The disguise is a comic device, used here for 
serious sentimental and emotional effect.
The conclu d i n g  three acts of the 1739 libretto are 
s i gn i f i cantly a 11ered i n subsequent v e r s i o n s , whi ch cut 
all the action concerned with the sea monster that had 
been sent by D a r d a n u s ’s uncle N e p tune to punish the 
Phrygians for i m p risoning a son of Z e u s . Act III begins 
with Iphise alone, lamenting the defeat and capture of 
Dardanus. A n tenor brings her the news that Dardanus is to 
be put to death on the order of Teucer. Iphise angers 
A n t e n o r  by her concern for Dardanus and she leaves him to 
a vo i d  s h o wing her true affections. The people arrive to 
c el e b r a t e  their v i c tory and the return of peace, but 
Teucer interrupts the festivities, announ c i n g  the
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devastation caused by the monster. Antenor, encouraged by 
the people, vows to engage the monster in mortal combat, 
concluding the act with a dramatic reversal.
The Act III of 1744 opens with a crowd of Phrygians 
demanding the death of Dardanus, whom they hold in prison, 
following his defeat. Dardanus was defeated by the
Phrygians because he lost the magic wand given to him by 
Ismenor. The joy Dardanus felt upon discovering that 
Iphise loves him, caused him to forget everything else 
(even his own s a f e t y ) , resulting in his dropping the wand 
that protects him. This action delivers him into the hands 
of his enemies and reduces him to the humiliation of 
imprisonment. But it also affirms his qualities as a
romantic hero, because it shows that he is a man of deep
emotion, capable of exceptional love. Dardanus loves so 
completely, that he loses all and can rely only upon his 
virtues to save him. This distinguishes him from Antenor 
in the 1744 version, whose love for Iphise causes him to 
rely on force and deception to destroy Dardanus, his 
rival. In Christian terms, Dardanus is a man of faith, who 
trusts in divine justice to reward his steadfast virtue, 
despite the fact that, in a purely worldly sense, he 
appears to have no hope of achieving his goal of happiness 
with Iphise. Antenor, who puts his trust in the power of 
man alone, resorts to intrigue and violence.
In the 1744 libretto a new character, Areas, is
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introduced in Act III, as the henchman of Antenor, He is a 
base character ( who suggests murdering Dardanus in 
prison) ready to obey any order of Antenor, whose 
conscience is more delicate. As with Castor et P o l l u x . the 
revised libretto of Dardanus is more melodramatic and less 
illusionistic than the original version of the opera. In 
the 1739 D a r d a n u s , Antenor is gallant, honest and
virtuous. He admits, in Act V (1739) that it was Dardanus 
who killed the dragon, because he gave his word that he 
would relinquish his claims to Iphise, when Dardanus saved 
him from the monster in Act III. Before engaging in combat 
with the monster, Antenor sings that he would rather 
perish than endure the agony of unrequited love any 
longer. His love for Iphise is noble and deeply felt; he 
is merely unfortunate, in that she does not return his 
love. At the end of the opera he gives up his claim to 
Iphise and encourages Teucer to be reconciled with 
Dardanus. Perhaps contemporaries saw this original
depiction of Antenor as a flaw in the libretto: a virtuous
prince who commits no evil, but who receives no reward or 
happines s .
The role of Antenor is very different in the 1744
libretto. He plots with Areas, to let Dardanus out of
prison, so that he can be ambushed and killed by Phrygians 
whom Areas had prepared for the deed. Antenor dies, 
admitting his crime and repenting, having been wounded by 
insurgents who have revolted against Teucer and are trying
to kill Dardanus. This is a just punishment, because 
A n t e n o r  is slain by those at whose hands he had p l o tted to 
have Dardanus killed.
Teucer on the other hand, is made into a more 
s y m p a t h e t i c  character in the 1744 version. In the 1739 
v e r s i o n  Teucer is the implaccable enemy of Dardanus, who 
orders his death, but is thwarted by Ismenor and Venus, 
who free Dardanus. Even w h e n  Dardanus saves Teucer and his 
people from the monster and submits himself to the king, 
he refuses to be reconc i l e d  with Dardanus, despite the 
pleas of Iphise and Antenor, until Venus herself compels 
him to submit. In the 1744 libretto, Teucer represents 
justice and order by stopping the people from lynching 
Dardanus. In Act V when Dardanus has defeated him, Teucer 
refuses to submit, even when Dardanus offers to restore 
his kingdom. Dardanus then gives Teucer a sword and offers 
his life rather than lose Iphise. who restrains her 
f a t h e r ’s hand. Teucer is finally won over, not by force, 
but by the virtue and g e n e r o s i t y  of Dardanus. Once again 
D a r d a n u s  offers all to win Iphise, even his life, despite 
the fact that, as the victor, he is in a position of power 
over Teucer. In the tradition of sentimental drama, human 
goodness finally softens Teucer, because the inherent 
goodness wi t h i n  him is finally com p e l l e d  to r e s pond to 
the e x ceptional virtue of Dardanus.
Act IV of 1739 opens with Dardanus m i r a c u l o u s l y  freed
113
from prison, sleeping by the sea, surrou n d e d  by the 
d e v a s t a t i o n  caused by the sea m o n ster sent by his uncle 
N e p t u n e  to pu n i s h  his captors. Venus descends in a
c h a r i o t  and a d i v e r t i s s e m e n t  ensues, r e p r e s e n t i n g  the
con s o l i n g  dreams of Dardanus, sent by Venus, who rewards 
him with her special protection, because of the purity and 
co n s t a n c y  of his love for Iphise. Venus is sent by Zeus, 
who is the father of Dardanus. La Bruere uses Greek gods 
to enhance the supernatural and fabulous nature of the
opera. He is more con c e r n e d  with creating an entertaining, 
escapist w o rld of fantasy, than in making his plot conform 
to the demands of verisimilitude. The dream sequence, the 
monster and the presence of a mythological divinity, all
a p p e a 1 to the inner world of childhood and subconscious 
fantasy, but c o n t e m p o r a r i e s  rejected this in favour of a 
more rea l i s t i c  story, in whi ch love and virtue t r i u m p h , 
not due to the int e r v e n t i o n  of the gods, or the magic 
powers of Ismenor, but because love and virtue in 
themselves are forces of sufficient strength to win
v i c t o r y  without supernatural aid. This is significant,
because it takes opera out of the realm of pure 
entertainment, g i v i n g  it a moral precept, d e m a n d e d  by 
audiences whose tastes had changed since the time of
Lully, in whose works the triumph of love often depends on 
a "deus ex m a c h i n a ” , as, for example, in Cadmus et 
H e r m i o n e  (1673) and A 1 ceste (1674).
Dardanus saves Antenor from the monster and compels
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him to r e l i n q u i s h  Iphise (Act III, 1739) because he 
solemnly p r o m i s e d  Dardanus a n y t h i n g  for saving his life. 
D a r d a n u s  and A n tenor act acc o r d i n g  to chivalrous codes of 
honour, w h i c h  w o u l d  have been a p p r o p r i a t e  in the operas of 
Lully. D a r d a n u s  sees his rival in trouble and risks his 
life to save him from the monster. Antenor, not 
r e c o g n i s i n g  his deliverer, p r o m i s e s  to grant anything he 
can give Dard a n u s  in recompense. Dardanus takes advantage 
of A n tenor by d e m a n d i n g  Iphise, who has been promised to 
Antenor in marriage. Even though Antenor would prefer 
death, he is. bound by his word and is forced to accept. 
The characters are act ing by a code which make s honour 
between notlt*men a stronger bond than love. There are many 
examples of duty taking p r e c e d e n c e  over love in n e o ­
classical plays, such as R a c i n e ’s Bereni ce (1671) and the 
Horace of Pierre Corneille (1639). But such ideas were no 
longer accepted in the e i g h t e e n t h  century, when the 
i ndividual's o b l i g a t i o n  to virtuous love increasingly  
came to be regarded as des e r v i n g  of p r imacy over all other 
feelings and loyalties. This also helps to explain why the 
1739 Acts III, IV and V were less successful than the 1744 
v e r s i o n  of D a r d a n u s •
The plots of the 1744 and 1760 versions are 
e s s e n t i a l l y  the same, d e spite some minor d i f f e r e n c e s  in 
the last three acts. Act IV of 1744 opens with Dardanus in 
prison lamenting what he believes to be his imminent death
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and the loss of Iphise. Ismenor comes to console hir, 
descending in a chariot similar to that used by Venus in 
the 1739 version. Ismenor states that since love is 
responsible for the sufferings of Dardanus, love will 
deliver him. Here again we see a belief in universal 
justice. Dardanus and Isirenor proceed to invoke lovt t . ■ 
help tin:;; , rather than a Greek god. Ismenor, in the manner 
of an oracle, then pronounces the will of love, which has 
been imparted to him.: the person who frees Dardanus rus"
die in his place. Dardanus is too noble to agree to this, 
but Ismenor tells him that the d m m  "Ci dc-crecs of 1 cvc are 
irreversible and he leaves Dardanus alone to ponder t it- 
riddle. The elect-:."' c f f an i a s y has beer, r t_ t a l ne i . but r.o 
i * st: ves tw. ir p or t an t an 1 specific purposes: t o i n rr e as-
suspense with the oracle. and further tc emphasize t h •. 
irp:i ttir.ct ol lovt- by making it a powerful d m t y .  
jsria:..,: in n: longer prctecttd by Vupitei . Neptune an 1
Venus. as ir, the- 1 7 3 g version, but by the deity of lov, . 
The- classical conventions taker; free ancient Greece and 
Pone have been exchanged in the 17 44 version of D a r d a . r. 
for a mod err. retaphmrical deity of love, which is neither 
Venus or Eros, but a deity of spirit, having the power t 
decree fatt ar.d tc- determ, ine the life and death c f  
mor t a 1 s .
After the exit of Ismenor, Iphise enters with a 
sword, telling Daroanus to flee. He tells her that the on-
who frees hir must, die, sr.- they remain together in prisu,
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imploring death to end their aufferings. Dardanus cannot 
leave his cell w i t hout causing the death of Iphise 
(according to the oracle) and Iphise will not leave 
Dardanus in prison, b e c a u s e  he is in danger of b e i n g  put 
to death. The lovers prefer to die than lose each other, 
thereby p r o v i n g  that each is wo r t h y  of the other. This is 
a scene of great emotion and self-sacrifice, in which 
D ardanus and Iphise s u c c e s s f u l l y  u n d ergo the severest test 
of their love. In order for the lovers to earn happiness, 
they must prove worthy of each other.
The act concludes with the entry of Antenor, who has 
been wounded in the attempt to rescue Dardanus. Antenor 
tells Dardanus that his army has entered the city and 
exhorts him to join them and win victory. Antenor dies, 
a ccompl i s h i n g  the oracle. Dardanus exits sword in hand, to 
lead his men to victory over Teucer. Although the riddle 
is resolved, La Bruere mai n t a i n s  tension by leaving the 
out come of the battle uncer t ain. In the 1760 version the 
v e r i s i m i l i t u d e  is increased by having Dardanus overcome 
the prison guard as he leaves prison. In the 1744 version  
Dardanus m e r e l y  rushes offstage to engage the enemy.
A n t enor shows his virtue by repenting of his perfidy 
and jealousy, but it is not enough to save his life. The 
true hero is an idealised being, who never compromises his 
virtue nor weakens in the face of temptation, such as 
D a r d a n u s . In his quest to find the perfect l o v e , the
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r o m a n t i c  hero of opera can be likened to the Christian 
saint, w h o  de n i e s  himself totally for the love of Christ 
and who strives to p e rfect his love and virtue.
In Act V of 1739, the people greet A n tenor as a hero,
b e l i e v i n g  that he has d e l i v e r e d  them from the m o n s t e r . 
Upon the arrival of Dardanus, A n tenor makes the great 
sac r i f i c e  d e m a n d e d  of him by his oath to Dardanus: he
tells the as s e m b l e d  throng that Dardanus has won the hand 
of Iphise, b e cause it was he who killed the monster. 
A n t e n o r  even e x horts Teucer to accept his enemy, Dardanus, 
as his son-in-law. The honour and n o b i l i t y  of Antenor and 
the anguish he suffers in re l i n q u i s h i n g  Iphise, make him 
the dominant character of Act V. If any character is 
tragic in the classical sense, it is Antenor, because he 
is virtuous and yet he loses Iphise, who is dearer to him 
than life itself. Perhaps his jealousy and desire to see 
Dardanus perish can be seen as the tragic human
we a k n e s s e s  that explain his downfall. Although this is not 
a classical tragedy, one cannot help feeling pity for
A n tenor at the end of the 1739 v e r s i o n  of D a r d a n u s .
In the 1744 version, Antenor dies in Act IV and his
death seems m e rited by his treachery. His role is severely
diminished, to a l low the devel o p m e n t  of Dardanus and
Iphise as the sole focus of the d r a m a t i c  action. In the 
1744 libretto, A n t enor no longer is a central c h aracter in 
his own right, as in 1739. He is n e c e s s a r y  to the plot, 
but his feelings are not explored as fully as in the 1739
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libretto, which gives him a fine monologue aria in scene 
III of Act IV, to express the torment he feels within, at 
his unrequited love for Iphise. At the beginning of Act
III of the 1760 libretto, Antenor regains his monologue,
but this time as a character full of fury and jealousy,
rather than as the noble sufferer of 1739. The love of 
Dardanus and Iphise can be emphasized dramatically, either 
by opposing it to evil forces, or by diminishing the 
importance of other virtuous characters. La Bruere has 
done both by changing the character of Antenor in the 1744 
1 i b r e t t o .
Accordingly, Act V of the 1744 version concerns the 
final obstacle to the happiness of Dardanus and Iphise: 
the enmity of Teucer towards Dardanus. The act opens with 
Iphise, who is awaiting the outcome of the battle. She 
expresses fear and concern for both Dardanus and her 
father. Dramatically this maintains tension, but it also 
establishes Iphise as a truly virtuous character. whose 
love for her father is not affected by her feelings for 
Dardanus. She is a model daughter, as well as a perfect 
romantic heroine.
Dardanus, victorious, enters announcing that all is 
well and that Teucer lives. Teucer, for his part, is 
restrained from killing himself and is full of resentment 
against Dardanus, for forcing him to live in defeat. It 
seemu au if Teucer cannot be overcome, even when Dardanus
119
offers to return all that he has conquered. Finally, the 
lovers prevail upon Teucer. Dardanus offers his life and 
Iphise holds her father's arm to prevent him from killing 
Dardanus. The only way this conflict can be r e s o l v e d  is by 
the triumph of virtue. D a r d a n u s  obviously cannot kill 
Teucer nor compel him to a l low Iphise to marry, because 
Iphise loves her father and wou l d  not accept such a 
husband. The goodness of Dardanus is so e x c eptional that 
even his b i tterest enemy becomes his friend. Antenor could 
not go through with his plot to k i l l  Dardanus, and Teucer 
cannot refuse to allow him to marry Iphise. This is the 
triumph of love a n d  h u m a n  v i r t u e  e v e r  h a t r e d  and mistrust. 
It is an idealised solution to the problems of humanity, 
but one in which many conte m p o r a r i e s  of La Bruere believed 
fervently: if only men would show each other the true
u n d e r s t a n d i n g  and virtuous compassions which exist in 
every soul, society would cease to be vitiated by strife, 
inequality, and misery. This is one of the moral lessons 
of the Dardanus of 1744, and of sentimental drama 
g e n e r a l l y .
Both the 1739 and the 1744 libretti end with
f e s tivities under the d i r e c t i o n  of Venus, but the goddess 
sarves d i fferent functions in each version. In 1739, Venus 
i n t e rvenes as a "deus ex m a c h i n a " , to compel Teu c e r  to
g i v e  Iphise to Dardanus in m a r r i a g e  and to be reconciled
w i t h  him. The dei t y  serves as a conventional dramatic
device, to help the playwr i g h t  out of a difficult
1 2 0
situation, to acheive the d e sired denouement. Gods are not 
c o n s t r a i n e d  by the demands of mortal reality and so they 
w e r e  used by the Greeks and in the tragic operas of Lully, 
w h e n  v e r i s i m i l i t u d e  would not permit m o rtals to make 
actions n e c e s s a r y  to the plot: Teucer will not submit, but 
Dardanus and Iphise must be h a ppily married, so La Bruere 
compels the obedience of Teucer by the int e r v e n t i o n  of a 
divine power. In a sense, this is a p r imitive device, as 
it makes the denouement a mere convention, robbing it of
the power of v e r i s i m i l i t u d e  and the a b i lity to instruct or
enlighte n the audience, because it creates the desired 
conclusion through contrived and artificial means.
In the 1744 libretto, "enus enters only after the 
action has been s a t i s f a c t o r i l y  resolved by the mortal 
protagonists. The role of Venus is as a symbol of love, 
but she plays no part in the plot. In the pastoral
tradition of antiquity, taken up in Italy and France from 
the R e n a i s s a n c e  onwards, Venus directs a ballet of
shepherds, which were associ a t e d  with innocent, happy 
love. In the 1739 libretto the place of the shepherds is 
taken by "amours", who create the illusion of building a 
palace for Dardanus and Iphise.
All the versions of the plot of Dardanus are based on 
the love of two you n g  people, o b s t r u c t e d  by the girl's 
father. M a n y  comic dramas, both ancient and modern, 
revolve around a similar theme, such as the Dyskolos of
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M e n a n d e r  (341-290 b .c .), a comedy of 316 b . c . with a 
s e r i o u s  moral, in which a father does e v e r y t h i n g  to 
o b s t r u c t  the love of his d a u g h t e r  for a young suitor. 
Dardanus, Iphise, and Teucer relate to one another in the 
same way as S o s t r a t o s , his daughter, and Knemon in 
M e n a n d e r  * s play, but La Bruere has transferred a 
t r a d i t i o n a l l y  comic situation into a tragic, operatic 
mode .
The Dardanus of 1739 is a tale of chivalry and 1o v e , 
similar to those w r itten by Quinault for the tragedies 
lvr iaues of Lully, notwithst and ing the disti n c t i v e  
e i g h t e e n t h - c e n t u r y  treatment of the mythological material, 
w h ich em p h a s i z e s  the theme of love d i s cussed above. The 
martial prowess of Dardanus in killing the monster 
dom i n a t e s  the 1739 libretto, whereas his sensibility and 
perfect love are more thorou g h l y  dev e l o p e d  in the 1744 
version. Dardanus is still a valiant warrior, who defeats 
the forces of Teucer, but it is his virtue and ge n e r o s i t y  
w h i c h  win Iphise, rather than his v i ctory over the monster 
and the int e r v e n t i o n  of Venus on his behalf, as in 1739. 
In the 1744 libretto Dardanus becomes a fully fledged 
opera of eighte e n t h  century sensi b i l i t y  and form, which no 
longer relies on classical tragic conventions, but 
comb i n e s  elements from it w i t h  c o m e d y , sentimental d r a m a , 
and ancient m y t h o l o g y  to create a distinctive, modern 
genre. Dardanus was m o d e r a t e l y  successful, having four 
revivals (1744, 1760-1762, 1768-1770 and 1771) and a total
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of one h u n d r e d  end eighty four p e r f o r m a n c e s  in that period 
(O e uvres c o m p l e t e s . vol. X, preface}. A l t h o u g h  less 
successful than Castor et P o l l u x . Dardanus epitomizes the 
•clecticicin and e x p e r i m e n t a t i o n  of e i g h t e e n t h  century 
French art. which, having dis c a r d e d  the security of neo- 
classicism, faced the challenge of creating new forms and
c o nventions of its own.
CHAPTER FIVE
ABARIS ou LE5 BOREADE5 1764
A b a r 1s ou 1 e s Bor eade s was in rehearsal for the 17 6 4
winter season of the Acaden. ie Royal e de Musiqut , but
nevi- : performed, du^ to the death of Rameau in October
1764 at the age of eighty-one. The first fully staged
performance was in 1962 at the A i x - e n - P r o v e n c e  Festival. 
The only critical edition of the opera is the dissertatic-r. 
by Mary S rr. i t h (IJ . c. f Rochester, 1 9 7 2.).
T h e  librettt. is by L o u i s  dr C a h u s a c ' 1 7 C f - 1 6 c ' , w h '
c <■' 1 1 a b o  r a t t-fi w i t h  r i n  a . m o r e  f r eg : e :. t I y t h a n  a n y  o ther 
l i t r e t t i s '  (see a p p e n d i x  I ■ . A t a i  :s ou Le s B c r e a d r s is : r. 
f i v e  a c t s  w i t h o u t  a p r o l o g u e  a n d  its s u b j e c t  is taker, frc- 
l e s s e r  k n o w n  G r e e k  n y t h r l o g y . L i k e  La B r u e r e  (D a r d a n u s  
C a h u s a :  w a n t e d  a G r e e k  s e t t i n g  a nd s u b j e c t  f c r h i s
l i b r e t t o ,  as wel l  as the f r e e d : : ’ to c r e a t e  ar; o r i g i n  .1
p l o t .  C a h a s a c  s t i c k s  c l o s l y  to t h e  c l a s s i c a l  s o u r c e s  h-_
has c h o s e n ,  u n l i k e  La B r u t :  e . w h o  c h a n g e d  t h e  ir.y t h in rr.ar. y
l r p o r t a n t  d e t a i l s  f o r  D a r d a n u s .
Abar is, the ro it. an tic hero of Cahusac's t raged i e e :. 
ir.usiqut . is rio t the warrior killed by Euryalus in V e r g i l ’s 
Aeneid (IX, 344), but the H yp e r b o r e a n  des c r i b e d  by 
Diodorus Siculus ( II, 47). The ancient Greeks referred to 
the people who dwelt north of modern day France as
12 4
Hyperboreans, m e a n i n g  i n h abitants of the land beyond the 
n o r t h  wind. The d e s c r i p t i o n  of this land by Diodorus  
Siculus indicates that he is w r iting about the British  
Isles :
"Beyond the land of the Celts (Gauls) there lies an 
island no smaller than Sicily".
He goes on to d e s c r i b e  the temperate climate which permits 
two crops every year. In book four of Herodotus we learn 
of trade b e t w e e n  H y p e r b o r e a n s  and Greeks, especially the 
i n h a D i t a n t s  of Delos, one of the greatest shrines of 
Apollo. The D e lians came to believe that Apollo resided in 
the land of the Hyperboreans, who were fair and blond, as 
the god was supposed to b e .
C a h usac makes use of Ap o l l o  as a "deus ex machina" in 
Act V, to reveal that he is the father of Abaris and that 
his mo t h e r  was a Boread. This allows Abaris to marry 
A l p h i s e  and the opera to conclude in joyful celebration. 
In the same p a s s a g e  quoted above, Diodorus Siculus 
d e s c r i b e s  how Ap o l l o  visits Delos every nineteen years, to 
d a nce and play the cithara throughout the night of the 
vernal equinox. The visit of Ap o l l o  is therefore expected 
and j u s t i f i e d  by classical sources, rather than being a 
p u r e l y  c o n t r i v e d  dramatic device.
A l t h o u g h  Cahusac includes the priests of A p o l l o  and 
the hig h pri e s t  Adamas, he does not use Delos as the 
s e t t i n g  of his plot, but invents o s e m i - imaginary land in 
the east called Bactriane. Cahusac is creating a fantasy;
he does not want to situate his opera in a place which 
exists in reality, b e cause he does not wish to be tied 
down to historical verisimilitude. The characters which 
Cahusac selects from my t h o l o g y  are p u r p o s e l y  nebulous and 
obscure, so that he can create an e i ghteenth- century
fable, based on an ancient t h e r e .
The n. agic arrow of Abaris, which he uses in the opera 
to subdue his Boread rivals, is mentioned by H e r o d o t u s :
"Abaris, wh ' is supposed to have beer, a 
Hyper b o r e a n  and carried his arrow all around the world 
without eat ir.g a bite" ( IV . 1 f 
In typically eight eenth-cent ury f a s h i ■: r , Cahusac tt a >: e s  
this a r i c w a s y r b o I :c g,ft c f L:vt to A Ip h i s * . who gives 
it to Abaris.
Boreas is t h e god of t h <. north, wind in Greek 
mythology. associated w i t hi violent. gales and storr s
(0 d v £ s e y , IX, 67) and if is this power and severity which. 
Cahusac e r p h a s u t j  in his libretto. In Act III Beret,
angered that Queer. Alphise has abdicated to avoid marrying 
one of his descendants, Calisis or Borilee, sends a 
terrible storr to carry Alphise into captivity. This is 
-achieved on the stage with storr, music, wind machines, and 
mechanical winches that transport Alphise through the s k y .
Boree subjects Alphise to severe trials in prison, 
but she refuses to submit. The god of the north wind is 
cruel by nature, as a p er s o n i f i c a t i o n  of a natural
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phenomenon. The ballet given by the suitors of Alphise,
(Calisis and Borilee, the Boreades of the opera's title) 
to en t e r t a i n  her at the end of Act II, d e picts the 
ab d u c t i o n  of Orithyia by Boree. This is the best known 
m y t h  c o n c e r n i n g  Boree and, as the subject of the ballet, 
it prepares the audience for the tempestuous intervention  
of Boree in Act III.
The tale is included by Ovid in the Metamor p h o s e s  
(VI, verses 682 ff.). It des c r i b e s  how Boree wooed the 
A t h e n i a n  maiden Orithyia in vain, b e c o m i n g  finally so
i m p a t i e n t , that he showed his true temper and caused a
terrifying storm, carrying Orithyia off by force and 
m aking her the mother of the twins Calais and Zetes, who 
joined the Arg o n a u t s  in the search and capture of the 
Golden Fleece. Calisis and Borilee, although not the sons 
of Boree in Cahusac's libretto, are Boreades ( members of 
the g o d ’s family) and Cahusac models their names loosely 
on those of the twin sons of Boree.
Cahusac also draws on more mo d e r n  sources, such as 
the five - part pastoral romance Astree (1607-1627) by 
H onore D'Urfe (1567-1625), in which there is a high priest 
called A d a m a s . Cahusac not only borrows the name, but also 
the function of this character from D ’Urf£, thereby 
a s s o c i a t i n g  the Adamas of Abaris both with ancient Greece 
and with Chr i s t i a n  fable. Adamas is not m e r e l y  the leader 
of an historical cult of Apollo, he is a symbolic priest 
figure of fable. Alphise, and the other names Cahusac
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gives to his characters, such as S e m i r e , the confid a n t e  of 
the queen, are of his own i n vention
Ca h u s a c  was w o r k i n g  wit h i n  the e s t a b l i s h e d  framework 
of the t r a g e d i e  en m u s i a u e  as were La Bruere {D a r d a n u s ) 
and B e r n a r d  {Castor et P o l l u x ) . Each of these libretti 
drew upon m y t h o l o g i c a l  material h i t h e r t o  largely unused in 
drama, but all the traaedies en m u s i a u e  conform to the 
same formula, whi c h  consists of two lovers, who have to 
overcome v a r i o u s  trials, until they are h a p pily united and 
m a rried in Act V. Each act has a d i v e r t i s s e m e n t  and gods 
and g o d d e s s e s  enter and exit by means of elaborate stage 
machinery, e n a b l i n g  them to create the illusion that they 
are d e s c e n d i n g  from or ascending into Olympus or some 
other h e a v e n l y  realm.
Abar i s ou les Boreades begins with Queen A l p hise of
Ba c t r i a n e  t e l ling her c o n f i d a n t e  Semire how e v e r y t h i n g  in
life has lost its savour since she has fallen in love with 
a m y sterious, n o ble foreigner called Abaris, who is a 
priest of Apollo. A l phise must m a r r y  either Calisis or 
Borilee, the Boreades who d e scend from Boree, otherwise 
she must lose her throne. She does not care about power or 
d u t y  but o n l y  pines for lovo of Abaris. As in the other
tragedies en m u s i a u e  of R a m e a u , love is the central theme
and h a p p i n e s s  through love is c o n s i d e r e d  more important 
than a n y t h i n g  else. A l p hise is a s e ntimental h e roine whose 
feelings are more important to her than her
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r e s p o n s i b i l i t i e s  as ruler, a p o s i t i v e  rather than a 
n e g a t i v e  characteristic, b e c ause she is M i lling to forsake 
all w o r l d l y  things for the sake of love. This 
d i s t i n g u i s h e s  her as a wom a n  capable of great f e e ling and 
these feelings, being noble, suggest great virtue. She is 
t h e r e f o r e  w o r t h y  of exceptional d e v o t i o n  and of the
s u preme joys of l o v e .
B o r i l e e  and Calisis arrive from the hunt to demand 
that A l p h i s e  choose one of them as her husband. They 
in f o r m  her that Adamas the high priest of Apollo, has 
r e v e a l e d  that the god will soon d e s c e n d  among them, on 
one of his periodic visits. This gives Alphise the chance 
to p l a y  for time by saying that she will wait for Apollo
to decide which Boreade she should marry. The act
c o n c l u d e s  w i t h  a divert i s s e m e n t  which describes the
d e l i g h t s  and dangers of love and marriage, with singing 
and d a n c e s .
Act II moves the action from the court of A l p h i s e  to 
the temple of Apollo, where Abaris, alone, implores love
to stop t o r m enting him with a hopeless p a ssion for
Alphise. He tells Adamas his secret and the high priest 
tells h i m  that n o thing is imposs i b l e  to a heart that loves 
truly. This could be a m o tto for the whole movement of 
s e n t i m e n t a l  drama. All the plots of the traaedies en 
■tusiaue r e volve around that ex p r e s s e d  belief of Adamas.
In the next scene A l phise comes to consult the
p r i e s t s  about a dream she has had, in which Boree
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t h r e a t e n e d  to d e stroy her and her people, if *he refuses 
to m a r r y  a Boreade. She finds Abaris alone and they cannot 
h e l p  e x p r e s s i n g  their mutual love to one another. This 
•cene of discovery, as it is called, is present in all the 
tra g e d i e s  en m u s i a u e  of Rameau, except C a s t o r et Pollux in 
wh ich it is not necessary.
The rest of Act II is taken up by a d i v e r t i s s e m e n t . 
of f e r e d  by the Boreade suitors to Alphise, during which a 
n y mph sings of the joys of freedom and a ballet describes 
the abd u c t i o n  of O r i t h y i a  by Boree. This ballet prefigures  
the abd u c t i o n  of A l phise in Act III. At the end of the 
ballet Love descends in a chariot and gives a magic arrow 
to Alphise. C a h usac complicates the plot by having love 
pro n o u n c e  a riddle: he approves of the love of Alphise and
Abaris, but says that the throne will go to a Boreade. The 
riddle was a common device in tragic opera, used also in 
D a r d a n u s , where it was de l i v e r e d  , as in A b a r i s , by the 
god of love { Act IV, 1744).
Ab a r i s  and A l p h i s e  open Act III with d e c l a rations of 
mutual, undying love. To avert the wrath of Boree, Abaris 
s e l f lessly offers to allow Alphise to m a rry one of the 
Boreades. The suitors now arrive, with Adamas, the priests 
and p e o p l e , to d e m a n d  that A l p hise choose a h u s b a n d  and 
m a r r y  at once. Alphise, ho p i n g  to fulfill the oracle of 
Love, gives the magic arrow to Abaris and abdicates, 
leaving the throne to the Boreades. The people call on
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A l p h i s e  to rule with Abaris but the furious Boreades 
invoke Boree to punish Alphise. A storm sent by Boree 
d e v a s t a t e s  the country and carries A l p hise away and the 
act finishes with the laments of Abaris. A novel feature 
is the ent r ' a c t e  between Acts III and IV, du r i n g  which 
music d e s c r i b e s  the fury of the winds, even though there 
is no action on the stage and the curtains are drawn.
At the beg i n n i n g  of the fourth act an oifstage choir 
implores Boree to stop his ravages. Adamas calls on Abaris 
to rescue A l p hise and save the people. Borilee gloats over 
his vengeance. The action is i n terrupted by a 
d i v e r t i s s e m e n t  provided by the Muses, zephyrs, hours, 
seasons, and the arts. Abaris resolves to search for 
Alphise, singing that no sacrifice or hardship is too 
great to bear for the sake of love. This act establishes  
Borilee as a vengeful character, who is contented to see 
Alphise suffer, even though he wants to marry her. In the 
tragedies en musiaue of Rameau, there is usually a 
character who contrasts with the virtue and purity of the 
hero and heroine. This contrast creates dramatic tension 
in the o p p o s i t i o n  of wills, and also prevents the libretto 
from b e c o m i n g  monoto n o u s  in the continual expression of 
similar emotions.
In Act V Alphise is seen in the sub t e r r a n e a n  prison 
of Boree. She refuses to submit to the demands of Borilee, 
Calisis and Boree, who threaten her with dire torments. 
Abaris i n t e r v e n e s , subduing the Boreade suitors with his
131
magic arrow. It is significant that Abaris causes no harr 
to his enemies. despite their treatment of his beloved. 
The magic arrow of love makes them quiet and peaceful, 
without hurting then. In this way, love is shown
symbolically touching even the hardest hearts and making 
them good . Tin. he a 1 i no power of 1 ove for all mankind. a 
constant there of sentimental drama, pervades the 
tragedies en m u s 1 g : of Rameau.
Ape : 1 ■' n o w  d e s c e n d s ,  r e c o g n i s i n g  A b a r i s  as h i s  s o n  by 
a B o r e a d e  w o m a n .  T h i s  a l l o w s  A l p h i s e  to m a r r y  A b a r i s .  ar. : 
k e e p  her t h r o n e .  s i n c e  A l a r  . s is a B o r e a d e .  scTvii.j th«- 
r i d d l e  d e l i v e r e d  ty L o v >_ at. the e n d  of Act II. Bort>: s
sat isfi e d .  be •: a us » i he ? h: c r« w i l l  g o  t o a B o r e a d ► . an :
jf y i . I I y p.: : 1 a m  s A l a r m s  k i n g .  A p o l l o  e x i t s  or. h igh,
c o m m a n d i n g  that t ht m a r r i a g e  of A b a r i s  an d  A l p h i s e  t 
c e l e b r a t e d  w i t h  g n a t  h a p p i n e s s  a n d  p om.p , an d  the optt 
c l o s e s  w i t h  a g r e a t  d i v e r t l s s e r e n t  .
T h e  o n l y  f u n c t i o n  of A p o l l o  is to l r p a r t  i n f c r m a t i c n 
tha* w i l l  p r o v i d e  a s o l u t i o n  to the artier.. He d o e s  r, * 
a c t i v e l y  i n t e r v e n e  to r e s c u e  A 1p h i s e or p u n i s h  tin 
B o r e a d e s .  At-arcs h a s  a l r e a d y  s a v e d  A l p h i s e  an d  s u b d u e d  hit 
r i v a l s  b y  the p ower of l o v e  w h e n  A p o l l o  a r r i v e s .  C a h u s a c  
is r-i.nr.g the p o i n t ,  as La B r u e r e  d i d  in Dardar.us , tha*: 
the forces of love and virtue are s u f f i ciently powerful tc 
solve t h e  problems of humanity a n d  that these forces will 
a l w a y s  b e  m o r e  e f f e c t i v e  t h a n  v i o l e n c e  arid p h y s i c a l  for rt .
13 2
Once again we see in Aba ri s ou 1es B o r e a d e s , an opera of 
e i g h t e e n t h - c e n t u r y  sentiment in classical trappings. As 
the century progresses, these classical elements become 
less authentic, often acq u i r i n g  an air of fantasy and 
illusion. Abar i s , unlike the other tragedies en rr. u s i q u e
mentioned in this study, is not set in a land known t
antiquity, but m  an eastern land of fable invented by 
Cahusa:.
Cahusac went even farther in this direction with his 
libretto for' Zorcastrt- ( 1 1 4 9 ; also written i r.
collabo r a t i o n  with Rameau. This opera, set in ancient 
Persia draws no t hi n g f r or Gr aeco-Rc-rr an sources . be i r. 
inspired by the Z e n d - A ve s t a  the equivalent c f  the P i t h  
; f the a:.: .c:.', Z c r c a s t r i a r. religion.
The hero of this opera is 'he messianic savic u  
Zoroaster, whcr Cahusac transfcrrs into the stock rcra:.: n" 
h t ■ r o of French tragic o p e r a . The British ru s e u r posserter 
a iranuscript of a libretto by Ant o i n e - L o u i z L t- F r u n [ 1 6 1 "- 
I "7 4 2 ' f or a tragic opera called Zoroastre dating f r r -
1C 21 , in wh i c b Zoroastre is an evil and jealous rag: :u5r.
who destroys his successful rival Antenor, but can:. ■ 
corpel the love cf Queer. Semi rami s. Cahusac preserve; 
Zoroastre as a religious and heroic figure. as fie is i r.
the Zend-Avesta , from which Cahusac also borrows Abram ant. 
the apostle of the force of evil or Orosmade , tht- 
traditional enemy of Zoroastre. The religion of Zoroastre. 
represented as noble and good, is obviously not C h r i s t i a:.
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in name, but is otherwise Chr i s t i a n  in spirit in the 
libretto of Cahusac. D e spite the elemental struggle
b e t w e e n  the forces ol good and evil, whi c h  m o t i v a t e s  the
plot of Z o r o a s t r e , the dominant theme is the re d e m p t i v e  
power of love. Love in fact becomes the force of good in 
Z o r o a s t r e , which d e spite its highly original setting and
subject matter, is e s s entially no different from any of 
the other traaedi es en m u siaue of Rameau in its
sentimental treatment of love and human emotions.
Aba r i s ou les Boreades is the c u lmination of the 
d e velopment of the t raaedi e en m u s i a u e  of Rameau, in that 
it uses classical material with complete creative
freedom. Although Cahusac often follows the ancient Greek 
sources he has chosen, unlike Pellegrin (H i p p o l y t e  e t 
Ar i c i e ) , he sees no need to justify the a l terations made 
to classical sources. In this, his pract i c e  accords with 
La Bruere and Bernard: the traaedie en m u s i a u e  uses
classical material as win d o w  dressing, or as the basis of 
a plot, but no longer reflects the neo-classical
o b l i g a t i o n  to avoid invention in favour of classical
tradition. In Abaris ou les Boreades Greek m y t h o l o g i c a l
m aterial is incorporated into an imaginary oriental
setting, and in Zoroastre ancient Greek or Roman sources 
are not used at all. But in both these operas, as in all 
the tragedies en m u siaue of Rameau, the theme of romantic  
love and the spirit of a s e ntimental age have s u b o r dinated
classical subjects and n e o - c l a s s i c a l  form, successfully 
i n t e g r a t i n g  them into the new c o n ventions of eighteenth 
century drama.
CONCLUSION
The model for French tragic opera had been 
e s t a b l i s h e d  by the tragedies lvr iaues of Lully, starting 
with Cadmus et H e rmione in 1673. A l ready the libretti of 
Quinault pl a c e d  an emphasis on love ( which is not a 
d o m i n a n t  theme in ancient t r a g e d y ) , although the spirit of 
these operas, with their g l o r i f i c a t i o n  of martial combat, 
direct i n volvement of O l y m p i a n  gods in the plot structure 
and sty l i s t i c  formality and pomp, was still influenced by 
the ne o - c l a s s i c a l  i d e a l .
With H i ppolvte et A n  c i e (1733) more than merely the 
n e o - c l a s s i c a l  rules governing drama (such as the unities 
of time manner and place) have been abandoned. The very 
spirit of this opera is imbued with a sentimental
treatment of love influenced by the eighteenth century 
r e a c t i o n  to neo-classicism.
P el l e g r i n  felt o b liged to justify every alteration 
made to p r e v i o u s  dramatic versions of the Hippol y t u s  myth, 
sh o w i n g  a fastidious respect for the ancient G r a e co-Roman 
sources of his libretto. However H i p p o l y t e  et A r i c j e , with 
its joyful r e s u r rection of Hi p p o l y t e  and his m a r r i a g e  to 
A r i c i e , the diminution of the role of Phedre and the
central emphasis on the felicitous love of Hippolyte and
Aricie, can be clearly di s t i n g u i s h e d  from classical and
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n e o - c l a s s i c a l  tragedy.
The r e gular i n t e rruption of the plot by 
d i v e r t i s s e m e n t s  < which were often only tenuously related 
to the a c t i o n ) , the spectacle, m u sic and dance, had always 
set tragic opera apart from non-lyric tragedy, but with 
the tra q e d i e s  en musioue of Rameau begins the gradual 
shift away from classical and n e o-classical ideas and 
i ntellec tual assumptions towards a distinctly eighteenth - 
century vthos,
B e r n a r d ' s  libretto for Castor et P o l 1ux (1737 and 
1754) was p r a i s e d  by c o n t e m p o r a r i e s  as the highest 
a c h ievem ent in the genre of French tragic opera. The dual 
theme of fraternal and romantic love, the noble sacrifices  
of the twin brothers and the p r e - e minence of erotic love 
as the g r e a t e s t  of human joys, marks Cas tor et Pollux as a 
q u i n t e s s e n t i a l  e i g h teenth - century opera. The grand
a p o t heosis of love at the end of Act V can be interpreted 
as the symbolic inauguration of an era of optimistic  
belief in the intrinsic goodness of humanity and faith in 
emotions and natural instincts. These ideas were
s u p p l a n t i n g  those of the neo-cla s s i c a l  era, in w h ich the 
intellect was per c e i v e d  as the rational master of the 
passions. N e o - c l a s s i c a l  tragedies often depict the
d e s t r u c t i v e  and evil c o n s e quences of u n c o n t r o l l e d  human 
•motions, w h i c h  could only be m a s t e r e d  by constant, 
methodical discipline, e x e m p l i f i e d  by Jansenism.
B e rnard is much freer in his use of classical
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m a t e r i a l  than Pellegrin. Castor yt Pollux makes use of an 
o b s c u r e  myth, p r e v i o u s l y  undramatised, from w h i c h  Bernard 
is free to create his own original plot. La Bruere goes 
even further in this respect than Bernard. Por D a r d a n u s . 
not only does La Bruere choose an obscure myth, about 
w hi c h  classical authors wrote very little, he also changes 
a ut h e n t i c  classical names in a c c o r d a n c e  with c o n t emporary 
taste, showing no concern for classical veracity.
La Bruere incorporates stock devices from comedy into 
his libretto, adapting them to the tragic g e n r e . His 
character Ismenor is a wi z a r d  similar to Merlin, in his 
b enevo l e n t  use of infernal powers. Dardanus is an example 
of a fully fledged, modern drama, dev e l o p e d  independently 
from p r e - e x i s t i n g  c o nventions of neo-classicism.
This process is further d e v e l o p e d  in Abaris ou les 
B o r e a d e s , w h ich is set in a fabled land, invented by 
Cahusac, into which the trappings of ancient Greece are 
a n a c h r o n i s t i c a 11y t r ansported with impunity. Cahusac's 
other tragic opera Z o r o a s t r e , di s p e n s e s  with classical 
material altogether, being set in an imaginary, eastern 
k i n g d o m  and d r a wing inspiration from Ancient Persia.
All the tragedies en m u s iaue of Rameau have a pair of 
romantic lovers as central characters, who triumph over 
v a r i o u s  obstacles, to be finally united in Act V amidst 
joyous celebrations. The music, dance, scenic effects and 
stage m a c h i n e r y  all work upon the emotions of the audience
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to create an idealistic illusion of a world where t h e  
force of love always triumphs over evil and virtue is 
invariably rewarded.
The tragedies en mus igue of R a m e a u , in their 
e c l e c t i c i s m  and originality, c o n t r i b u t e d  toward breakir.y 
the hold of neo-classicism, on drama (especially tragedy! 
in e ig ht ee n t h - c e n t u r y  France, As discussed in previews 
chapters, this achievement was possible because these 
operas were* the subject of continued interest arid 
discus s i o n  among contemporaries and were- pre s e n t e d  to 
audiences that represented a broad c r o s s - s er t i c :. r f 
Parisian society.
Ttit-' tragi r pr i a r f r i r  ̂a . s e i; t i m r; t a ̂ d r a " ~i c p t.- r ■ i 
c o : h u l  , romantic novels, an d r-th t i literary g en i e £ w <•• r < 
all n a t ’; r a 1 n a n i f e s t a t 1 o r. s of an a' ’ e in which all a s p e r ‘ ; 
c f human existence were be i r.g quest i one d and r e - ex am i d 
and in wh i ch society and the art w 1,1 c h r e f I e o t e d that 
society wert i t .  a s t a * e cf expo r i r er. t a t i on and char.g- . Tht. 
freedom accorded to tragi" opera enabled it to modify 
percept ions of tragedy and as such it was a cat a 1y s * which 
contributed toward : >.■ p I a c i r. u h ■ theories and p r a ■" t l c t. c- f 
nec-classicism with conventions more suited tc th-. 
realities of the eighteenth c e n t u r y .
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Appendix I.
TABLE OF STAGE WORKS OF RAMEAU
T i tie and genre Pate of first
per formance
Samson tragedie en lost and
nusique. 5 acts u n p e r f o r m e d
Hip p o l v t e  et Aricie 1 October 1733
tragedie en musique 
prologue and 5 acts
Les Indes Gal ant e s 23 August 1735
opera ballet
prologue and 5 entrees
Castor e t Pollux 24 October 1737
tragedie en musique 
prologue and 5 acts
Les Fetes d 'Hebe 21 May 1739
opera ballet
prologue and 3 entrees
Dardanus 19 November 1739
tragedie en musique 
prologue and 5 acts
La Prin cesse de Navarre 23 February 1745 
comedie ballet. 3 acts
Platee ou Junon i alouse 31 March 1745 
comedie lyrique 
prologue  and 3 acts
Les Fetes de Polhvmnie 12 O c t ober 17 4 5
opera ballet
prologue  and 3 entrees
Le Tempie de 1 a oloire 27 November 1745 
opera ballet. 5 acts
Les r&tcs de 1 * Hymen 15 March 1747
et de 1 * A m our ou les
d i e u x  d ’Egypte
ballet herolque








Volt a i r e
Au treau and 







p r o 1ogue and 4 acts
29 February 1748 Cahusac
F y g m a 1 i on 27 August 1748 de Sovot
acte de ballet fl act)
Les s u r p r i s & s de 1'Amour 27 November 1748 Bernard
diver t i s s e m e n t
prologue and 2 acts
Na: e  2 2 April 1749 Cahusac
pastorale herein-'- .
1 act
Z c r o a ?* re 5 Decerribei 1749 Cahusac
tragedie er, musique 
prologue and 5 acts
Linus u n p erformed and lost Cahusac
tragedie en musique 
3 acts
La G u i r 1 a n d e <n 21 Sep* ember 17 51 Marroutr
I a s y r t a t h 1 e
past or ale hi-i oi q ■. -
3 act;
Daphr.i s et Eel C 3 3 October 1753 Celle
p a s t o r a l e  her cl g:- 
1 act
Lv s i s e t D e l  it u n p e r f o r r e d  a n d  lost M a r r c n t e
p a s t o r a l e  1  a c t .
Les Sybari t es 13 November 175 3 Marmonte
acte de ballet (1 act)
La naissanct d ' C s : n s  12 Octcbei 1754 Cahusac
ou I a fete F a n  lie 
acte de ballet (1 act'
Anacreon 2 3 October 1754 Cahusac
acte dt ballet (1 art)
Les Pal ad i n s 12 February 1 76? Monticou
corned i e b a 1 let 
3 acts
Abar i s ou les Boreades u n p erformed Cahusac
tragedie en musique (prepared for Autumn
5 acts 1764)
Appendix H
A 1 t h o u g h  the plots of Euripides. Seneca, Racine and 
Pel l e g r i n  are similar in many respects, compar i s o n  of the 
lists of charac t e r s  and plot summaries reveal important 
di ff e r e n c e s :
D r a m a t i s  Personae
H i p p o l v t o s  E u ripides
A p h r o d i t  e
Artemis
Theseus, king of Athens 
and Troezen
Phaedra, d a u g h t e r  of Minos, 
king of Crete and 
w i f e  to Theseus
H i p p o l y t o s , b a stard son of 
T h eseus and the 
Amazon, H i p polyta
The nurse of Phaedra
An old h u n t s m a n
A servant of Hippolytos
C h o r u s  of Hunts m e n
C h o r u s  of T r o e z e n i a n  women
A 1 1 e n d a n t s








of H i p p o l y t u s ) 
Chorus of Athenians
Attendants




P hedre Racine et Aricie 
Pellegrin
Thesee, eon of Aegeus 
king of Athens
Phedre, wife of Thesee,
d a u g h t e r  of Minos and Pasiphae
Hippolyte, son of Thesee and Antiope 
q ueen of the Amazons
A r i c i e , princess of Athens
Theramene, tutor to H i ppolyte
O e n o n e , nurse and confidant to Phedre
Ismene, confidant to Aricie
P a n o p e , attendant to Phedre
Guards
The action takes place in Troezen 
town of the Peloponnese
Thesee. bass
P h e d r e ,
soprano
H i p p o l y t e , 
counter tenor
Ari ci e ,
soprano
O e n o n e ,
soprano 
High priestess 
of D i a n a ,soprano
Jupiter, bass 
(p r o l o g u e )
N e p t u n e , bass
Mercure, tenor
P l u t o n , bass
D i a n e ,soprano
L ’A m o u r ,s o p r ­
ano (p r o l o g u e )
T i s i p h o n e ,
tenor 
The three 
F a t e s ,counter 














Eur i p i d e s  H i p p o l y t o s
On either side of the stage, 
statues of A p h r o d i t e  and 
A r temis are present during 
the entire play.
A p h r o d i t e  prom i s e s  to destroy 
Hi p p o l y t o s  this very day, for 
refusing to pay her hommage
Hi p p o l y t o s  and hunters enter 
to pay h o m m a g e  to virgin 
Artemis. An old hunter warns 
Hippolytos not to ignore 
Aphrodite, but he exits with 
the hunters, leaving the old 
man alone, tc plead with 
A p h r o d i t e  to pa r d o n  the youth 
and pride of H i p p o l y t o s .
A chorus of T r o e z e n i a n  women 
tell of Phaedra's illness and 
lament the pains and passions 
endured by women.
Phaedra is carried in and 
finally admits to her nurse 
that her illness is caused 
by her love for Hippolytos.
The chorus says there is n o t h ­
ing better than virtue,but the 
nurse tells Phaedra that she 
should submit to love. The 
chorus tells of the i r r e s i s t ­
ible power of Eros.
Hippolytos enters in a fury, 
followed by the nurse, who has 
told him of P h a e d r a ’s love for] 
him.He leaves, cursing Phaedra 
the nurse and all women.
P h a e d r a ,w e eping and b l a m i n g  
the nurse l e a v e s ,resolved to 
die and save her honour before  
Theseus returns.
The chorus describes Phaedra's 
anguish and s u icide by hanging. 
Theseus arrives and finds a wax 
tablet a t t a c h e d  to Phaedra's 
h a n d , f a l s e l y  accusing H i p p o l y ­
tos of r aping her and causing 
herdeath through shame. Amidst
Seneca Phaedra
H ippol y t u s  enters with the 
h u nters and d e l i v e r s  a long 
r hapsody on h u nting to A r t e m i s .
Phaedra d e s c r i b e s  the torment 
of her love for her stepson, 
H i p p o l y t u s ,and the infidelity 
of her h u s b a n d ,T h e s e u s ,to her 
her nurse, who warns her not 
to allow her life of luxury 
to make her desire sinful 
p l e a s u r e s ,but Phaedra replies 
that she cannot resist love.
The chorus tells of the power 
and cruelty of love.
The agony and illness of 
Phaedra cause the nurse to 
pray to Artemis and Hecate 
to make Hippolytus love 
Phaedra. The nurse tries to 
turn Hippolytus from his 
solitary existence, but he 
condemns the corruption of 
society and women and exto]s 
his own pure life and his 
he althy love of nature 
and the h u n t .
Phaedra begs Hippolytus to 
return her love for him, and 
tells him she is a widow, 
(which is not certain) He 
rejects her, upon which she 
seizes his sword and begs 
him to kill her. He rushes 
off to purify himself of 
contact w i t h  her. The nurse 
picks up the s w o r d ,and 
attempts to save Phaedra's 
honour by accusing H i p p o l ­
ytus of raping Phaedra.
The chorus extols the virtue 
and innocence of Hippolytus 
and warns against the great 
dangers of beauty and of 
wom e n  prey to love's fury.
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h o r r i f i e d  r e a c t i o n s  of the 
c r o w d ,T h e s e u s  calls upon 
P o s e i d o n , t o  grant one of the 
three w i s h e s  he had promi s e d  
to g r a n t , b y  d e s t r o y i n g  Hippolytoi 
The leader of the chorus tells 
T h e seus he will regret his r e q u ­
est H i p p o l y t o s  denies his guilt 
in vain and T h e s e u s  banishes him 
Hi p p o l y t o s  exits, p r aying sadly 
to A r t e m i s ,followed by hunters 
and other f r i e n d s , a s  the chorus 
expresses g r ief at such injustic<
Th e seus e n t e r s ,celebrating his 
escape from Hades b u t ,disturbed 
at the n u r s e 's grave w e l c o m e . 
T h eseus presses Phaedra until 
.]she says she was r a p e d .Theseus 
upon r e c o g n i s i n g  H i p p o l y t u s ’s 
w o r d , invokes the vengeance 
of his father (as in 
Euripides) on Hippolytus.
The chorus laments all the 
injustices committed against 
v i r t u e .
A m e s s e n g e r  tells how a sea monster A messenger d e s c r i b e s , at
sent by Poseidon, frightened 
H i p p o l y t o s ' s  horses, while he was 
riding along the coast in his 
c h a r i o t , c a u s i n g  him to be torn 
and s m ashed to the point of death. 
Theseus e x p r e s s e s  s a t i s f a c t i o n  
that his p r a y e r s  have been answered.
length how Hippol y t u s  has 
been dashed to death (as in 
Euripides). Theseus is moved 
to tears, as the chorus 
comments on the caprices cf 
fate and announce the entry 
of P h a e d r a .
The m e s s e n g e r  goes to fetch the Phaedra
dy ing Hippolytos. Artemis announces] of dead
from on h i g h , t h a t  Hippol y t o s  is her gui
innocent and that Phaedra was with Hi
driven to evil by Aphrodite. Theseus
Theseus asks to die, but Artemis The cho
forgives his i g n o r a n c e ,adding that his son
nothing can reverse the actions of Theseus
a god (such as A p h r o d i t e ).The dying the dea
Hippolytos forgives T h e s e u s .Artemis tries t
ascends, c o n s o l i n g  Hippol y t o s  with He curs
her chaste love. H i p p olytos dies. her bur
Theseus and the chorus m o u r n .
weeps over the body 
Hippolytus, admits 
It and kills herself 
p p o l y t u s ’s s w o r d .
laments at length, 
rus urge him to bury 
‘ s d i s m e m b e r e d  b o d y .
, blaming himself for 
th of Hippolytus. 
o embrace his remains 
es Phaedra and orders 
ial without honours.
Ra c i n e  Phedre Pellegrin H i p p o l y t e  et Aricie
Prologue
The chaste f o l lowers of the 
goddess D i ana are s e duced by 
Love. Diana calls on her father 
Jupiter to chase Love from her 
sacred g r o v e , but even he is 
p ow e r l e s s  against F a t e ’s decree 
that all hearts must follow 
love freely for one day, every 
year. V a n q u i s h e d  Diana flies 
off to help Hippolyte and Aricie 
whilst lovers celebrate L o v e ’s 
v i c tory with songs and dances.
Act I
H i p p o l y t e ’s tutor, Theramene, 
tries to d i s s u a d e  him from 
l e aving home to search for his 
lost father, Thesee. Hippolyte 
admits he is re a l l y  fleeing 
b e c ause he loves Aricie, the 
only survivor of a family of 
mortal enemies of Thesee.
Phedre, admits shamefully to 
her nurse, O e n o n e , that her 
illness is caused by her love 
for her stepson, Hippolyte. 
Panope announces the death of 
Thesee and the d i spute amongst 
the people over who should 
s u c ceed to the throne of A t h e n s : 
the son of Phedre, Hi p p o l y t e  or 
Aricie. Oenone tells Phedre that 
her love is no longer sinful and 
she should m a rry him and give 
him the t h r o n e .
Act I
Aricie, in love with Hippolyte 
is about to enter the order of 
the priestesses of Diana on the 
orders of Thesee. H i p polyte 
reveals that he loves her too 
and they sing of their mutual 
love. The p r i e s t e s s e s  enter, 
singing that no heart must 
be forced and that those in 
love may not join their order. 
Phedre, with Oenone and guards 
come to coerce Aricie, but 
the pries t e s s e s  invoke D i a n e , 
who thwarts Phedre, leaving 
her alone to vent her jealous 
fury. Areas, the m e s s e g e r , 
reports that Th£see is d e a d . 
Oe n o n e  tells Phedre to win 
H i p p o l y t e  by offering him the 
throne. Phedre says she will 
kill herself if this plan 
fails.
h £ t  II
A r i c i e  laments to Ismene, of her 
f a m i l y ' s  e x t i n c t i o n  and her sad 
life. Ismene tells her that 
H i p p o l y t e  loves her and wishes to 
see her. Aricie admits that she 
loves him also, but cannot believe 
that proud, chaste Hi p p o l y t e  could 
love her. Hip p o l y t e  tells her that
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Thesee, in Hades is tormented 
by the Fury, Tisiphone, who 
promises him the same awful 
p u n i s h m e n t  as his companion 
Pirithous, for da r i n g  to try 
[to abduct Proserpine, the 
[wife of Pluton, who refuses 
to forgive Thesee. Infernal
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he is leaving Athens, p u tting his 
inher i t a n c e  at her disposal. He 
cannot control his feelings and 
d e c l a r e s  his love for her, which 
•he r e c i p r o c a t e s ,leaving him alone. 
Phedre comes to ask Hip p o l y t e  to 
give his p r o t e c t i o n  to her s o n , but 
cannot stop herself from d e c l a r i n g  
her love for him, causing him to 
leave, indignantly. T h eramene  
announces that Phedre*s son has 
been p r o c l a i m e d  king, but that 
that there is a rumour that 
Thesee is alive
spirits come to avenge Pluton 
Th e s e e  calls on his father 
N e p t u n e ,(P l u t o n 's brother) 
to grant one of his three 
p r o m i s e d  wishes, by freeing 
him from the Underworld. 
Hercure, the messenger of 
the gods, ove r c o m e s  P l u t o n 's 
thirst for vengeance, in 
the name of pea c e  on Olympus. 
The s e e  is set free, only 
after the three Fates have 
pre d i c t e d  a w o rse destiny 
for T h e s e e  on Earth, than 
in the Underworld.
Act III
As Phedre is sending Oenone to 
offer the crown to Hippolyte,
Thesee enters. Oenone tells Phedre 
to be silent and she will save her 
honour. Instead of greeting Thesee, 
Phedre flees in shame. Hip p o l y t e  
nobly refuses to explain her 
conduct, leaving Thesee with 
enigmatic words. Thesee goes off 
to find Phedre and the truth.
Act IV
Oenone accuses Hip p o l y t e  to Thesee, 
who refuses to defend himself and 
impugne P h e d r e ’s h o n o u r . He states 
merely, that the a c c u s a t i o n  is 
false and that he loves Aricie. 
Th£see refuses to b e l ieve him, 
banishes him and calls upon Neptune] 
to d e s troy Hippolyte. Phedre comes 
to defend Hippolyte, but when she 
hears, for the first time, that 
he loves A r i c i e , h e r  jealousy is 
so great that she leaves Thesee 
wi thout saving Hippolyte. Oenone  
tries to console her, by saying 
that, since the gods give way to 
■in, Phedre should also do so, but 
PhSdre ca stigates her, leaving her 
d i s c o n s o l a t e .
ActV
Hip p o l y t e  persuades Aricie to marry
Act III
Phedre, in torment, offers 
power to Hippolyte, and 
implores Venus to end her 
life. H i p p o l y t e  offers to 
be a father to P h e d r e ’s 
son but states that he 
only wants power over the 
heart of Aricie. In jealous 
rage Phedre threatens 
Aricie, d e c l a r i n g  her love 
for Hippolyte, who calls 
divine wrath down upon h e r .
She siezes his sword and 
begs him to kill her. As 
they w r estle with the sword 
Thesee enters and they both 
exit, leaving Thesee with 
Oenone, who accuses Hippolyte 
indirectly. T r o e z e n i a n s  and 
sailors arrive to celebrate 
the return of Thesee, with 
s i n ging and dancing. Thesee 
hesitates b e t ween love of 
his son and vengeance, 
finally invoking his last 
wish from Neptune: to 
destroy Hippolyte.
A £ £  IV
Hip p o l y t e  in e x i l e , bewails 
his fate. He persuades 
A ricie to m a rry and follow 
him, but they are interrupted 
by hunters and the followers
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of Diane, w h o  sing and dance. 
T hey express their fear as 
they w i t ness a violent storm 
and H i p p o l y t e ' s  offstage 
combat with a sea monster 
in w h i c h  he is killed.
Phedre resolves to tell 
Th e s e e  the truth. The chorus 
m o u r n s .
Act V First tableau
Thesee, after the c o n f e s s ­
ion and suicide of Phedre, 
wants to drown himself.
N e ptune prevents him 
from doing so, saying 
that even though the gods 
have decreed that he may 
never see his son again, 
H ip p o l y t e  has been 
r esur r e c t e d  by Diane.
Second ta b l e a u 
A ricie mourns the loss 
of Hippolyte, but Diane 
p romises her a husband, 
w h o m  she refuses, until 
she realises he is 
Hippolyte. Diane crowns 
him, as king of her 
followers. The two lovers 
express their rapture, at 
being re-united and their 
w e d d i n g  is celebrated, 
w i t h  singing and dancing.
him and follow him in to exile. 
A ricie tells Th e s e e  that H i p p o l y t e  
is innocent, w i t hout i n c ulpating  
Phedre. T h e s e e  begins to suspect 
that Hip p o l y t e  may indeed, be 
innocent. Panope announces that 
O enone has kil l e d  h e r s e l f . T h e r a m e n e  
d e s cribe s the d e a t h  of Hi p p o l y t e  
(as in Euripides and Seneca). Th£see 
laments. Phtdre admits her guilt and 
the innocence of Hippolyte end dies 
of poisoning. Thesee orders honours 
for the funeral of H i p p o l y t e  and 
p romises  to care for Aricie, as a 
d a u g h t e r .
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